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ABSTRACT 
BENDING GENDER CODES: AN ANALYSIS  
OF HUNTER X HUNTER GENDERQUEER CHARACTERS 
Japanese animation is a major economic and cultural market in Japan and across the 
world. Anime studios produce upwards of 50 different animated series every year (Napier, 
2005). One of the most remarkable aspects of Japanese animation is that it has a wide variety of 
fans, ranging from children to adults. Hunter x Hunter (2011), the main text analyzed in this 
study, is a Japanese animated series which follows the story of Gon and Killua, two young 
friends training to become Professional Hunters. The characters Bisky and Hisoka are the focus 
of a textual analysis informed by Goffman’s (1979) Gender Codes. Seven episodes were 
analyzed in order to discover the ways gender norms are both upheld and defied throughout 
Hunter x Hunter. The analysis demonstrates that both Bisky and Hisoka disrupt traditional 
gender norms throughout the series and present a genderqueer identity. In discovering the ways 
gender norms are both upheld and defied throughout Hunter x Hunter, the author proves that 
Hunter x Hunter can be useful as a tool for understanding the nuances of gender construction and 
performance. 
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CHAPTER 1: INTRODUCTION 
A group of anxious candidates wait in a dimly lit tunnel together, anticipating the first 
Hunter exam task. Many of the people are men; there are very few women present. Most of the 
people there appear to be adults; Gon and Killua are clearly years younger than many of the 
participants, appearing to be no older than 12 years of age. In the sea of participants, there is one 
character whose gender identity is unclear. Hisoka is first seen at the edge of the group; their hair 
is pink and purple, and is styled to stick straight up off of their head. This character is wearing a 
white outfit, with pink and purple decals on it. Suddenly, another Hunter hopeful bumps into 
Hisoka, and a scream is let out among the crowd. The man who bumped into Hisoka loses his 
arms, as they disintegrate into tiny pink flower petals. Hisoka, the culprit of this attack, stands by 
watching with a smile on their face, and their arms crossed. As the other Hunters watch, stunned, 
Hisoka explains they should be wary of the skills they have. Hisoka simply walks away, with a 
smile on their face. Once this spectacle has ended, another Hunter explains to Gon and Killua 
that Hisoka, now identified as a male character, is a magician who has taken the Hunter exam 
before.  
Hisoka, a male character, does not perform masculinity that is characteristically seen 
being performed by male characters. His clothing, his hair, and his calm but sly demeanor are 
different from typical masculine traits. The initial uncertainty of Hisoka’s gender identity is 
interesting from a communication standpoint as an uncommon phenomenon. Anime, a mediated 
form of communication, introduced viewers to non-binary gender identities, something unseen in 
U.S. American animated, televised texts. 
When the television was first introduced to society in the 1920s, communication scholars 
could not have anticipated the impact it would have on media in the future. With more people 
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than ever owning and using televisions in the United States, the importance of this mediated 
device has increased significantly. In ten years, from 2000 to 2010, the amount of television sets 
in U.S. homes rose by approximately 14 million sets from 102.2 million in 2000 to 114.9 million 
in 2010 (Nielsen, 2009). According to The Nielsen Company, a professional consumer research 
company, in 2014 U.S. citizens aged 18-34 watched over four hours of television on TV screens 
daily (Nielsen, 2014, p. 5). Consumers aged 35-49 watched over five hours daily and consumers 
aged 50-64 watched over six hours daily (Nielsen, 2014, p. 5). While there has been an increase 
in television sets in homes, there has also been a shift for adults watching TV to move away from 
traditional television screens. In a survey of 2,400 people, the Frank N. Magid Associates found 
that, “the internet is the most important source for [television] content” (Magid, 2014, para. 3). 
More specifically, “young adults, ages 18-34, prefer to watch entertainment on a laptop, 
smartphone or tablet, rather than a TV” (Magid, para. 5). 
In addition to moving away from television screens, many people have taken to using 
streaming-based television services such as Netflix and Hulu. Netflix has shown major growth in 
streaming in 2016; their quarterly report states that at then end of their quarter, they had garnered 
over 17 million new users for the entire year and suggested that this influx proves the importance 
of internet TV (Netflix, 2016, para. 1). It is clear that there are many adults who spend 
significant amounts of time watching television. Thus, it is imperative that attention is paid to the 
shows people are watching and the messages they present to viewers. 
One of the most impressive parts of television is the ability it has to reach to virtually 
every age range of consumers. Young children are consumers who are affected by television 
greatly, and “in 1970, children began to regularly watch TV at 4 years of age, whereas today, 
children begin interacting with digital media at 4 months of age” (emphasis in original, 
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Chassiakos, Radesky, Christakis, Moreno, & Cross, 2016, p. 1). Television, as one of the main 
transmitters for media for U.S. American viewers, is a major institution of influence when it 
comes to how U.S. Americans formulate their gender identity and performances (Fiske, p. 172, 
1990). Gender identities and how individuals perform them, are learned traits; they are not 
naturally occurring in peoples’ bodies.  
Children especially are watching more and more television, as suggested above, which 
shows a propensity for them to learn about gender from the characters they see on television. The 
learned traits individuals perform regarding gender do not simply come from the people in their 
lives; mediated messages are also highly influential. When children are introduced to gendered 
media, their perceptions of their own gender identity start to form. Television does more than tell 
people what to think – it tells people who to be. Cartoons and animated television shows, 
especially with prominent TV stations like Cartoon Network and Nickelodeon are a popular, 
readily available genre. While many children watch cartoons, young consumers are not the only 
demographic age group who view animated series. One type of animated television that is 
popular among many different age groups is anime, or Japanese animation. 
Dating back thousands of years, Japanese anime has been an integral part of Japanese 
culture. “Although it is difficult to identify the exact date when manga emerged, many credit the 
beginning of sequential art in Japan with the creation of scrolls of illustrations by Buddhist 
monks in the twelfth century” (Brenner, 2007, p. 1). While there have been rudimentary versions 
of anime since the twelfth century, the first modern, animated TV series to premiere in Japan, 
Astro Boy, appeared in 1963 marking the modern-day start to the Japanese anime market 
(Napier, 2005, p. 16). Now, anime studios in Japan produce upwards of 50 different animated 
series every year (Napier, p. 7).  
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Anime is a type of animation that encompasses many cinematic themes Western viewers 
are accustomed to seeing. For example, “romance, comedy, tragedy, [and] even psychological 
probing” (Napier, 2005, pp. 6-7) are themes that are present in Japanese animation. Some of the 
most well-known features of anime cartoons are the “the giant, glistening doe eyes, the 
exaggerated body shapes, the elaborate hairstyles, and the imaginative and physics-defying 
outfits” (Brenner, 2007, p. 40). These characteristics of anime characters contribute to a Western 
view of what Japanese anime looks like.  
Anime is important for gender study as a site when gender boundaries are often 
transgressed. Many anime shows feature characters whose gender is performed differently from 
what the status quo would assume. Anime is known for its ability to create characters that 
transgress gender stereotypes and reverse gender roles (Napier, 2005, p. 11). More specifically, 
there is tension among male and female characters in anime shows since female characters most 
often are the ones who drastically transform gender roles and expectations (Napier, p. 11). Many 
of the main characters in anime shows are female; this is because they can “clearly 
[emblematize] the dizzying changes occurring in modern society” (Napier, p. 12). Not only are 
gender roles shifted in anime, female characters are reserved spaces in anime as the main 
protagonist. Female characters are observed in lead roles is a major transgression from typical 
media. To fully represent the dizzying changes, writers insert women into lead roles, which 
symbolizes a blurring of media itself. In a world saturated with media that represents white, 
male, Western, and heteronormative characters, female main characters in anime challenge 
dominant media ideologies of who’s stories are worthy to be told. 
As a U.S. American viewer, I am used to the media being dominated by white, male 
stories, so I was intrigued by the ways gender was presented when watching Hunter x Hunter. 
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The transgression of gender roles and stereotypes caught my attention and changed the way I 
viewed the interactions between the characters in the show. From a Western, U.S. American 
standpoint, it is unusual to see characters who did not fit squarely into the feminine/masculine 
binary. More specifically, it was highly unusual to see these characters in lead roles, and roles 
that showcased their power and strength as individuals. The representation of nonbinary 
characters in Hunter x Hunter provided an opportunity for me to learn about gender 
transgression, and to theorize about what these characters could mean for other Western 
consumers. While anime offers an accessible genre that challenges the gender binary, manga also 
contributes to Japanese cultural products that illustrate different ways to perform gender.  
Manga is the print companion to Japan’s large anime market. The term manga was 
coined by Hokusai Katsuhika (1760-1849) and referred to “the brilliant and precise woodblock 
print known as The Great Wave off Konnagawa” (Brenner, 2007, p. 3). Wood blocks were the 
ancient versions of printed and bound manga comics. The most common distinction between 
anime and manga is that manga is usually pieces of animation that are bound in book or 
magazine form, while anime is usually viewed in moving animation form. In this study, I will be 
referring to anime most often, but manga will be referenced as well. 
Japanese animation is one of the largest commercial markets in Japan, bringing in billions 
of dollars every year and as Napier (2005) explains, manga accounts for nearly 40% of all 
publishing in Japan yearly (p. 13). Additionally, manga magazines present consumers with a 
much more economical purchase when compared to comic books and graphic novels that are 
produced in the United States. Napier explains, “In terms of bang for your buck, a thirty-two-
page comic book in the United States costs around $3, whereas a four-hundred-page volume of 
Shonen Sunday costs 220 yen, or around $2” (2005, p. 14). Japan has a massive anime and 
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manga market, comprised of more than 430 anime production companies (Napier, 2005, p. 17), 
showing how important the genre is to Japanese culture.  
Anime is not just important for its commercial value to Japan; it is also important for the 
nuance it provides in terms of narrative value. In comparison to U.S. American animation, 
Japanese anime uses more complex plots and stories that challenge U.S. American viewers who 
are accustomed to the predictability of animation that is featured in U.S. American animation 
such as Disney films (Brenner, 2007, p. 9). The complex and mature storylines that are presented 
in anime call for investigation, especially because many people view anime as children’s 
animation. Furthermore, previous research about anime has focused primarily on the graphic 
characteristics of the animated shows and how they function visually for viewers (Brenner, 2007, 
p. 10), and has lacked comprehensive examinations of the content of the stories themselves.  
Animated television series provide ways for artists to express their ideas and dreams in 
ways live-action television does not allow. Napier (2005) says it best: “It may be that animation 
in general – and perhaps anime in particular – is the ideal artistic vehicle for expressing the 
hopes and nightmares of our uneasy contemporary world” (p. 11). Since animated television, and 
more specifically anime, can create worlds beyond our own and can create characters that are not 
like any human known, it is imperative to discover the ways anime series and the characters 
within them function in a world of mediated communication. Anime provides both commercial 
and narrative value; therefore it can be argued that more inquiry into the genre of anime is 
necessary, especially from a communication standpoint. 
The anime I have chosen to analyze is Hunter x Hunter (2011). This animated TV show 
is written and created by Yoshihiro Togashi and tells the story of Gon Freecss and Killua 
Zoldyck, two young boys who went through and passed the Hunter Exam (IMDb, n.d.). The 
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animated comic has appeared as a series in Weekly Shonen Jump since 1998 (Nippon TV, n.d.) 
and is based on Togashi’s original manga stories. The manga, or comic book form, is very 
popular in Japan with upwards of 55 million copies being sold as of August 2011 (ibid.). The 
original series premiered in 1998 and in 2011 the show was rebooted and reanimated for younger 
generations. The Nippon Television Network, which is credited with production of the series, 
provides a synopsis of the storyline: 
Gon Freecss is a young boy living on Whale Island. He learns from “Hunter” Kite, that 
his father, who he was told was dead, is still alive somewhere as a top “Hunter,” risking 
his life to seek unknown items, such as hidden treasures, curiosa, exotic living creatures, 
etc. Gon decides to become a professional Hunter and leaves the island. To become a 
Hunter, he must pass the Hunter Examination, where he meets and befriends three other 
applicants: Kurapika, Leorio and Killua. Can Gon pass this formidable hurdle, the Hunter 
Examination, to become “the Best Hunter in the World” and eventually meet his father? 
(IMDb, n.d.) 
Even though this anime has been very successful, there has been some backlash in response to 
Togashi’s stalling of concluding the reboot of Hunter x Hunter. Togashi’s hiatus has been 
credited to health conditions (Bermudez, 2017, para. 5). While there has not been an official 
release date for further Hunter episodes, fans are hopeful that Togashi is becoming healthier, 
especially since he has been seen at public events “appear[ing] to be healthy and in good spirits” 
(Bermudez, para. 7). 
I began watching Hunter x Hunter in the summer of 2016 and I became captivated by the 
storylines in the series and the progression of the characters’ abilities throughout the episodes. I 
was most captivated by the numerous ways the gender of the characters, more specifically 
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Hisoka and Bisky, were presented. From their clothes to their personalities, both characters 
provide complicated, nuanced forms of gendered communication to the series. The purpose of 
this study is to show how the characters of Bisky and Hisoka are representations of gender 
performance that both uphold and disrupt Western gender stereotypes. To do this, I will be 
focusing on the visual aspects of this text, including the ways the characters move and interact 
with other characters, and the motions of their bodies during the scenes analyzed. This is a 
visually focused study, so I will not be analyzing the dialogue of the characters. Both characters 
are featured in episodes that showcase normative displays of gender and episodes that showcase 
disruptions of gender stereotypes. I argue that anime illustrates unique contributions of gender 
representation to critical media communication studies. 
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CHAPTER 2: THEORETICAL FOUNDATIONS 
This study is a textual analysis of Yoshihiro Togashi’s Hunter x Hunter (2011). The 
literature relevant to this study is divided into three main sections. The first section details two 
major theoretical foundations of my study, representation and ideology, which lay out the 
fundamentals of understanding how the messages audiences consume are laden with ideas and 
assumptions about reality. The second section explicates the topic of gender and then moves on 
to explain the concepts of masculinity and femininity and the role of media representations. 
These sections are vital to my study, because they allow readers to familiarize themselves with 
traditional and mainstream ideas about gender from a U.S. American standpoint. Once these 
concepts are understood, applying them to media provides a preview to readers on the basis of 
my own study, applying gender codes to mediated messages. The third and final section 
describes genre generally, before explaining two specific genres, animation and Japanese anime. 
An in depth look at anime will provide readers the basic knowledge of anime as a form of media, 
but also how anime has become an integral part of the economic and social fabric of Japanese 
society.  
Ideology 
Ideology is an important aspect of people’s everyday thoughts. According to Sturken and 
Cartwright (2001), “Ideologies are systems of belief that exist within all cultures” and can be 
“the means by which certain values…are made to seem like natural, inevitable social 
assumptions” (p. 21). Additionally, ideology is “the broad but indispensable, shared set of values 
and beliefs through which individuals live out their complex relations to a range of social 
structures” (Sturken & Cartwright, p. 21). When people are subjected to ideologies in their lives, 
other aspects of their lives are affected by the beliefs and values they hold. When looking to the 
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media, ideological foundations affect many mediated messages, and ideology is present in 
virtually all media artifacts (Stokes, 2003, p. 76). Creativity comes from individual’s 
consciousness, and through their acts of consciousness, creations are developed; when people 
develop such creations and ideas, their ideologies are birthed into palpable pieces of media. As 
Fiske (1990) explains, “while ideology is a way of making sense, the sense that is makes always 
has a social and political dimension” (emphasis in original, p. 172). While creative media is 
important, it is imperative to note that the ideological notions that people are exposed to limit the 
creativity they can achieve. People’s creations are their own, but they are never completely 
removed from their preconceived notions of ideology because “Ideology… is a social practice” 
(Fiske, p. 172). 
The ideologies of any given society are seen in mediated messages via representation of 
people, places, and scenarios. Mediated messages can be anything from the news to the latest 
music on the radio, and these messages are entrenched in current ideology; the majority of print 
and broadcast media is developed by established producers and production companies (Griffin, 
Ledbetter, & Sparks, 2015, p. 344). This is especially concerning because the power that is 
involved with circulating mediated messages is deeply entrenched in hegemonic ideologies. 
Hegemony occurs when one group of people holds power over another group of people, and is 
able to dominate the subordinate group in social interactions (Lull, 1995/2015, p. 33). When 
ideologies are injected into mediated messages, or when a message is produced from a given set 
of ideological knowledge structures, the process of encoding has taken place. The power 
relations that are involved in ideology is important because, “This ideological work always 
favors the status quo, for the classes with power dominate the production and distribution… of 
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ideas and meanings” (Fiske, 1990, p. 177). Hegemonic ideologies hold the power to create and 
distribute messages to the public, which is something that must be acknowledged and critiqued. 
After the messages are identified and created, they are presented to the public as pieces of 
important cultural data (Hall, 1980/2005, p. 165), which are taken in by consumers. The 
hegemonic powers that are at play in media recognize their own influence in this process and 
know that their own agendas “are constantly and attractively cast into the public arena” (Lull, 
1995/2015, p. 34). Once consumers have interacted with the discourse, they are prompted to 
decode the messages, which is essentially deconstructing the meaning behind the discourse. 
Consumers reach understanding based on the ideological framework that is presented to them 
through media and through their everyday lives. This cycle works to completely renovate the 
way we understand and recognize media influence (Hall, 1980/2005, p. 166) and provides a way 
to critically analyze the ways messages are sent and received through mediated messages. 
While ideology is an implicit part of people’s lives, consumers do not always consciously 
adopt ideologies. Even though hegemony plays a large role in distributing information and ideas, 
there are still instances of resistance to mediated messages that are laden with certain ideologies 
(Lull, 1995/2015, p. 35). Hall (1980/2005) has identified three specific options for decoding 
messages: 1) the dominant-hegemonic position, when audiences produce a preferred reading 
which perpetuates dominant ideology; 2) the negotiated code or position, when the audience 
generally accept the dominant ideology, but in certain cases, rejects it and; 3) the oppositional 
code, when the audience does not engage with the preferred reading of the text (pp. 171-173). 
These options for decoding messages shows that there are varying degrees at which people 
accept or reject messages that are embedded with ideologies. Regardless of which decoding 
option people choose, there is recognition of ideology in each, proving the presence of ideology 
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in people’s mediated lives. These decoding options show varying degrees of acceptance for 
mediated messages that are embedded with ideology, proving how prominent ideology is in 
mediated messages. When the messages are disseminated into cultures in which the messages are 
closely tied, the messages are more easily distributed, and acceptance is more likely (Fiske, 
1990, p. 164). 
When U.S. American viewers of Hunter x Hunter are exposed to the ideologies that are 
embedded in the text, there is a chance that some viewers could completely reject the text as a 
whole. The differences in ideology are different cross-culturally, so the chance for 
misunderstanding or confusion is possible. However, for some U.S. American viewers, the 
exposure to new and different ideologies could be refreshing and important. There is always a 
chance that a difference in ideology could result in rejection of the messages being provided, but 
the same chance is available for acceptance of the messages they are presented. 
Representation 
People experience two types of phenomena: events that are real and events that represent 
something that is real. Both instances can provide a multitude of information for those 
experiencing the real or represented event, but they are still not the same. Representations are 
meant to showcase the essence of something else, but “however realistic or compelling some 
media images seem, they never simply present the world direct[ly]” (emphasis in original, 
Branston & Stafford, 2010, p. 106). When people see everyday representations, they are not 
looking at a mirror image of reality. There is no way to represent real life perfectly because 
representations are “a construction, a re-presentation” (emphasis in original, Branston & 
Stafford, p. 106) of something that already exists. The real event people strive to present through 
a representation can never truly be the real event itself. The representations of everyday life are 
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showcased through the media, often repetitively in many different venues like television, music, 
movies, and the news. When certain representations are shown repeatedly, they can become a 
part of mainstream culture. Representations in media are always an attempt at portraying reality 
and the representations created are deeply entrenched in ideologies. With so many 
representations surrounding individuals constantly, it is imperative to critically analyze the 
images that are being shown in the media (Branston & Stafford, 2010, p. 106). 
Representation can also be viewed as a relationship of symbolism and substitution for 
something real. As Hall (2007) explains, “To represent also means to symbolize, stand for, to be 
a specimen of, or to substitute for” (p. 16). In this viewpoint, a representation of something could 
provide a shortened, simple substitution for the real object, while still delivering the same basic 
meaning as the real object. An example of this substitution process is the silhouettes on gendered 
bathroom doors. Each door has a silhouette of a figure in a dress, or a silhouette of a figure in 
pants. These symbols provide a substitution for the words “men” and “women” and function to 
separate people into gender categories. These signs themselves are not meant to signify 
something completely objective; instead, they are ideological representations of the gender 
binary. Fiske (1990) explains, “Signs give myths and values concrete form and in doing so both 
endorse them and make them public” (p. 171). The symbols on the walls are not actual 
representations of the people going in and out of the rooms; they simply provide support for 
already-in-place myths of the gender binary. 
Further, because these signs are formulated in the binary, people who identify outside of 
male and female identities are not represented here. Identities outside the binary trouble the 
ideologies that are behind binary bathroom signs. Where do people outside the binary go? This 
issue has resulted in many institutions nixing the binary signs altogether, or providing non-binary 
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bathrooms for people who do not identify within the binary. The signs people encounter 
everyday are laden with ideologies, and the signs themselves work to solidify the ideologies as 
normative and accepted by society. 
Symbols are all around, and because they are a substitute for the real thing, they are 
representations people are familiar with through mainstream media. It is important to understand, 
however, that these symbols represent the very notion of something, not the literal object itself. 
The reason the silhouette wearing a dress represents a female is directly related to the cultural 
constructions that are present around the use of the silhouette. For U.S. American viewers of 
Hunter x Hunter, the representations they see may not match their own ideas of reality. The 
representations that are presented in media are only mirrors of reality. The cultural differences 
between Japanese and U.S. American cultures, mixed with the un-real depictions in media, could 
present issues confusion and possibly mis-identification of understanding for viewers. 
Gender 
Gender, for many people, is portrayed as a cut and dry binary of masculine and feminine 
traits. People prescribe to either gender and then perform the traits that are typical for their 
gender. Wood (2011) explains that gender is “defined by society and expressed by individuals as 
they interact with others…in their society” (p. 23). Essentially, gender is something that people 
perform. The terms sex and gender are often used interchangeable in dominant U.S. society. Sex 
is commonly understood as related to genitalia and chromosomes and is assumed to be a simple 
binary. For example, men have a penis and YX chromosomes while women have a vulva/vagina 
and XX chromosomes. The reality is that there are more than two chromosomal combinations, 
such as XXX, XYY, or X, and individuals who are intersex are born with ambiguous genitalia 
that have a variety of appearances (World Health Organization, n.d., para. 11-14).  
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Sex therefore, is still a social assignment at birth based upon assumed chromosomal 
makeup and visual cues such as genitalia. While scholars distinguish between sex as based in 
biology and gender as a socially constructed performance of identity, people in general treat 
these two distinct categories as one concept. While sex, or the category people are assigned 
based on the genitalia they were born with, is seemingly more concrete, gender changes over 
time. Gender is expressed outwardly (Wood, 2011, p. 23) to convey an identity individuals are 
performing. In truth, both gender and sex are socially constructed roles that are assigned 
(usually) at birth.  
When people become pregnant, there is a specific amount of time they must wait before 
learning the child’s sex (male or female), but this information is often mistaken for the gender of 
the child. The pervasiveness of “gender reveal” parties has infiltrated social media sites over the 
past few years, proving how important gender really is for new parents (Sirois, 2016). These 
parties showcase the ways gender is constructed; before the child is even born, the parents of the 
child determine “what” the child will be, from the colors they should wear to the types of 
activities they should partake in. Gender is not something a person is born with naturally, it is 
imposed on people from a very young age, sometimes even before birth.  
The idea of a gender binary is something that scholars of gender have critiqued for years. 
For most people, there are only two possible genders: masculine or feminine, based on the 
assumption that gender (feminine/masculine) is rooted in biological sex (female/male). This 
binary, while hegemonic and “normative,” does not include numerous other possible gender 
identities. For example, people who consider themselves genderqueer do not identify with either 
masculine or feminine gender identities, but instead “value the spaces in between, around, and 
beyond those two bipolar categories” (Wood, 2011, p. 24). Queerness, as defined by Wood, is 
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the assumption that naming and categorizing people through one identity is highly problematic 
because all identities are ever changing and fluid (Wood, p. 62). Queer folks and the theories that 
come from queerness aim to “critique…conventional categories of identity and cultural views of 
‘normal’ and ‘abnormal,’ particularly in relation to sexuality” (Wood, p. 63). Queerness lends 
itself well to the concept of gender because it breaks down detrimental binary views of 
masculinity and femininity. Without the gender binary altogether, there is a chance for people to 
express themselves and live their many personal identities. 
Continuing the discussion of gender as a constructed identity, many of the gendered traits 
people have are learned from those around them and the situations they encounter as young 
children. The ways children develop their gender identity begin with the practice of socialization, 
which provides normative cues for the performance of both masculine and feminine traits 
(Kimmel, 2017, p. 133). Since individuals are constantly policed by society to remain within the 
boundaries of their given gender, people often look to those around them for cues on appropriate 
or normative gender performance. 
This performance begins at a young age and is the result of watching others perform their 
gender, too; Wood suggests that when children interact with others socially, they develop ideas 
about what gender performances are appropriate for them as boys and girls (2011, p. 51). More 
specifically, “children’s early gender identities depend on concrete, physical cues like dress, 
hairstyle, and body size in their categorization of the world into two genders” (Kimmel, 2017, p. 
95). So, when girls see their mothers wear dresses and put on makeup, they learn that behavior as 
normative for themselves, as their gender matches their mothers’. 
After learning what gender is, individuals work to “do” the gender they are assigned. As 
West and Zimmerman (1987/2017) explain, “doing gender” can be simple: when men participate 
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in traditionally masculine actions like offering his arm to a woman crossing a street, and when 
the woman accepts the offer, gender is being done (West & Zimmerman, 1987/2017, p. 134). 
While some gender performances can be simple, they are not always cut and dry. Oftentimes, 
people have to maneuver through particular situations to perform their gender correctly. To 
perform masculinity, a male identified/identifying person may utilize one set of performative 
measures in front of their father, but may change the set of measures for someone to whom they 
are attracted. No matter the situation people are in, performing their gender leads them to be 
accountable for their gender identify. Society’s gender-policing mentality dictates that essentially 
every activity people participate in can be judged to indicate the womanliness or manliness of 
said activities (West & Zimmerman, p. 140); with so many of people’s daily activities under 
surveillance, they are constantly “doing gender” and allowing themselves to be accountable for 
the gender performance in which they partake.  
U.S. Femininity and Masculinity 
Since gender is a cultural and communicative construct, not simply mirroring the a priori 
reality of biological sex, gender performances and the policing thereof vary culturally. In the 
United States, many people still equate the characteristics of a feminine person to their physical 
attractiveness, attentiveness, and ability to express emotions (Wood, 2011, p. 23). Additionally, 
people who view femininity in a more narrow, traditional manner assume women “still don’t 
allow themselves to outdo men…to disregard others’ feelings, or to put their needs ahead of 
others’” (Wood, p. 23).  
Many of the struggles women go through in performing femininity relate to their physical 
appearances. Much of this focus on appearance starts out when girls are very young. When girls 
are given dolls and encouraged to play “dress-up,” they are encouraged at a young age to care 
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about their outward appearance (Wood, 2011, p. 176). As girls age, media outlets like TV and 
magazines bombard them with makeup and clothing ads, prompting even more concentration on 
appearance. As women get older, they are encouraged to remain attractive and are promised 
attractiveness through the purchase of makeup, skin creams, clothes, and wearing certain 
hairstyles. 
Many magazines targeting women ages 18-34 in the United States, like Cosmopolitan 
(Cozens, 2000), are filled with ways for women to keep up with the latest beauty, fashion, and 
workout trends. Additionally, the urge for women to become slim and beautiful can be seen in 
the ways U.S. American beauty contests have changed over the years. According to Kimmel 
(2017), “In 1954, Miss America was five foot eight and weighed 132 pounds. Today, the average 
Miss American contestant still stands five foot eight, but now weighs just 118 pounds” (p. 398). 
In order to attain a certain level of beauty, women have also turned to cosmetic surgery 
procedures; Kimmel reports that over 200,000 breast augmentations were performed in the year 
2001 alone (p. 398). Women are constantly told how to look and how to achieve the looks 
prescribed for them, but ideas of femininity are not completely unchanging. As Wood (2011) 
explains,  
Traditional expectations of attractiveness and caring for others persist, as does the greater 
likelihood of negative treatment by others. Yet, today there are multiple ways to define 
femininity and womanhood, which allows women with different talents, interests, and 
gender orientations to define themselves in diverse ways and to chart life courses that suit 
them as individuals. (p. 181) 
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While there is much work to be done to change the ways feminine expectations impact girls and 
women, the changes that have already been made allow for a more varied way to view 
femininity. 
Masculinity has its own issues as well. The most traditional, U.S.-based views of 
masculine men include traits like “strong, ambitious, successful, rational, and emotionally 
controlled” (Wood, 2011, p. 23). Gender roles are set out for boys at a very young age, just as 
they are for girls. However, the push for boys to perform in masculine ways is far more intense 
than the push girls feel to perform in feminine ways (Wood, p. 169). For example, girls are 
allowed to be “tom boys” or “boyish” girls until puberty, but boys are very rarely permitted to be 
“girlish” boys. The idea of physical strength is one of the most pervasive ways to prove one’s 
masculinity.  
Starting at the turn of the twentieth century, masculinity started to be equated with 
physical strength and, as Kimmel (2012) states, in place of personal character, the physical 
strength of boys and men is used instead (p. 152). This idea of strength-as-goodness was echoed 
with the release of comics like Superman, and was transformed to incorporate ruggedness and 
adventure with the release of detective films of the 1920s (Kimmel, p. 154). While masculinity is 
measured greatly by the success men have in the workplace, many men who do not see job 
related success feel the need to supplement this slip-up in masculinity by working out and 
maintaining a physically strong body. Kimmel explains this shift from workplace success to 
physical success: “Millions of American men participated in the health and fitness craze – 
dieting, jogging…consuming health foods…and purchasing high-end fitness equipment. “Iron 
Man” triathlons pushed men beyond normal physical limits to explore the boundaries of the body 
(2012, p. 224).  
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This body image craze has not only affected men, but has also affected toys marketed to 
young boys. In 1974, G.I. Joe’s body was “5 feet 10 inches tall and had a 31-inch waist, a 44-
inch chest, and 12-inch biceps” but in 2002, “He’s still 5 feet 10 inches tall, but his waist has 
shrunk to 28 inches, his chest has expanded to 50 inches, and his biceps are now 22 inches 
(almost the size of his waist)” (Kimmel, 2012, p. 247). Physical appearances is related to the 
representation of masculinity in virtually all areas of life for men, from television, to magazines, 
to the toys they play with as young children. 
The conceptualization of both femininity and masculinity in the United States has flaws 
and affects society at large. Additionally, there are ways both genders are affected by gender 
roles and norms. To begin, both men and women use artifacts, or personal objects, that allow 
personality and character traits to become observable; through these observable traits, outsiders 
are able to shape the ways they see others’ gender performance (Wood, 2011, p. 142). Some of 
the commonly used artifacts are fashion and clothing choices. Overall, adult clothing is less sex-
segregated than children’s clothing, but both genders may still experience very specific clothing 
options that they “should” wear (Wood, p. 143). When people choose to wear certain clothes, 
they are putting forth artifacts that portray a specific gendered identity. While this may not be 
totally conscious, the clothes purchased tell a story. Wearing certain articles of clothes allows 
others to identify those stories as part of a personal narrative.  
In addition to clothing, bodily modifications have become a norm for both genders. Many 
people, both men and women, get tattoos, undergo plastic surgery, and get piercings to enhance 
their bodies. As mentioned previously, many women undergo breast augmentations to enhance 
their bodies, but men are undergoing augmentations too. Men are undergoing the process of 
penile enlargement surgery, and while it is extreme and expensive, “every year about fifteen 
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thousand men pay about $6,000 to have [enlargement surgery] done” (Kimmel, 2017, p. 406). 
Both men and women, as a result of society’s push for physical perfection, are taking drastic 
means of physical enhancements to align themselves with prescriptive ideals of appearance. 
Gender in U.S. Media 
For many years, the media has been a prominent form of gendered messaging. Virtually 
all types of media feature representations of gender and these representations are often of 
specifically prescribed gender roles. Mediated messages are a primary site through which gender 
order is actualized and disseminated. “The gender order is a patterned system of ideological and 
material practices, performed by individuals in a society, through which power relations between 
women and men are made, and remade, as meaningful” (Pilcher & Whelehan, 2004, p. 61). 
Since consumers are constantly bombarded with mediated messages, the gender order is imposed 
on consumers at a very high rate. Power relations between men and women are created through 
gender order, but these codes are constantly being recreated over time. As such, the relationship 
between feminine and masculine codes work together as well (Pilcher & Whelehan, p. 61).  
Early Hollywood films can be seen as one of the oldest sites of the gender order. The 
early images featured in Hollywood filmmaking were another way mass media was able to put 
forth ideal visual images of both men and women (Benshoff & Griffin, 2009, p. 240). The trends 
in old Hollywood films have not changed much in the last century: 
In the 200 films that raked in the most cash at the box office in 2012 and 2013 and all 
broadcast TV, cable TV and digital entertainment shows of the 2012-13 seasons, women 
were outnumbered by men 2 to 1 among film leads; 8 to 1 among film directors; [and] 
about 4 to 1 among film writers. (Women’s Media Center, 2015, p. 8)  
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Additionally, 2015’s top grossing films in the United States, women received less than two times 
the amount of screen time as their male counterparts and males were on screen three times more 
often than women when the male was the lead character (Geena Davis Inclusion Quotient, 2016, 
p. 4). Women are still highly underrepresented in media and this disparity can be attributed to the 
male-centered gender orders that have saturated media for decades. 
Men and women are exposed to and impacted by stereotypical representation, but in 
different ways and at different degrees. Feminine and masculine stereotypes have remained 
highly visible in media partly due to the demographics of media creators remaining stable over 
time. Due to pop culture’s commercial profitability, there is little promise for changes to the 
status quo in the future (Leavy & Trier-Bieniek, 2014, p. 15). When these media representations 
are dispersed, the public is left with portrayals of men and women that are marketable, 
Audiences are not provided representations of the nuances of flexibility that comes with both 
masculine and feminine performance. 
Media portrayals present women as homemakers, caretakers, and well-groomed 
wives/mothers. These roles are attributed to the early gender roles seen in the Victorian era, 
which were introduced in early Hollywood cinema. Victorian era gender codes were very 
specific, as Benshoff and Griffin (2009) explain: 
The “good” or socially approved Victorian middle-class woman was a paragon of virtue. 
As a young woman, she was childlike, and frequently associated with innocence, purity, 
and the need to be protected. When she got to be a certain age, she would be married off 
to a suitable young man; in many cases, this marriage would be an arranged one between 
families and not necessarily take into consideration the feelings of either husband or wife. 
(p. 218) 
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Additionally, media representations of women have become increasingly more sexualized and 
have continuously presented women as sexual objects (Wood, 2011, p. 264).  
When women are not represented in a sexual way, it is usually because they have 
different character traits, like intelligence and humor. NBC’s primetime comedy The Big Bang 
Theory (2007-2019), a television show chronicling the lives of four scientist friends, is an 
example of this type of characterization. “When intelligent women are introduced on the series, 
such as Leslie and Amy, they are depicted as unfashionable and socially awkward” (Brandt, 
2014, p. 115). Some scholars argue that gender advertisements and media are becoming more 
balanced, but this is not the case across the board. There have been some changes in media 
trends, where women are presented as athletes or business women, but for the most part, women 
are still presented in the domestic and beauty spheres (Arend, 2014, p. 72). While attempts have 
been made to move away from gendered stereotypes in media, there still much work to be done 
completely discard old, outdated, and sexist stereotypes of women in mediated messages. 
Male gender codes were also created during early Hollywood cinema. During early 
Hollywood film making, masculinity began to permeate the landscape of Hollywood cinema 
(Benshoff & Griffin, 2009, p. 261). Thus, men are usually presented as in ways that make them 
appear independent, in control, and both sexually and physically aggressive (Wood, 2011, p. 
262). One of the biggest differences between male and female portrayals in the media is the 
visibility of gendered body parts. For example, when a woman’s breasts are clearly visible in a 
mediated message, viewers are conditioned to see that character as a female. On the other hand, 
it is much more difficult to show a man’s penis in film, TV, or advertisements; as a result, 
“viewers must use other semiotic criteria to decipher maleness: body size and shape, hair, 
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costume, lack of makeup and ornamentation, or simply how the character moves and behaves 
and is treated by others” (Dennis, 2012, p. 109).  
Masculinity, and more specifically what it looked like physically, changed over time in 
film. As Dennis explains, “The first movie Tarzan, Elmo Lincoln, would be considered rather 
too chubby to express masculinity adequately today, and Clark Gable, masculine heartthrob to 
millions in the 1930s, would today be considered rather scrawny” (2012, pp. 109-110). Men have 
a hard time keeping up with the ever changing physical demands of masculinity that are 
presented in media, especially because it changes so rapidly. In addition to the physicality that 
comes with masculine representations in media, men are also conditioned to avoid and 
circumvent any possibility of appearing feminine or being gay.  
Men, after viewing mediated messages that tell them exactly what masculinity looks and 
sounds like, continually perform masculine characteristics in order to avoid appearing feminine 
or even gay (Dennis, 2012, p. 111). Men are constantly in negotiation with their own bodies and 
the interactions they have with others in order to maintain hegemonic masculinity and avoid any 
deviance from it. Both men and women are portrayed in the media in problematic ways. There 
has been some progress in how these portrayals are scripted, thus making them less problematic, 
but for the most part, there is still much room for improvement in many areas of media, 
including advertising, film, and television. 
It is important to note that the U.S. American notions of gender are what will guide the 
understanding of gender norms and roles in the study of Hunter x Hunter. U.S. American 
viewers watch television with notions of their own gender performance and what gender 
performances are ‘normal.’ This will affect the way they view Japanese texts, especially anime, 
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which, as Napier explains, drastically transgresses normative gender performances and roles 
(2005, p. 11). 
Asian/Japanese Representation in Media 
In U.S. media, the depiction of Japanese and Japanese Americans is highly problematic. 
For the most part, Japanese people today are presented in ways that were first introduced in 
classic Hollywood cinema. The three major tropes that are used in cinema to represent Japanese 
people are “the ‘yellow peril’ formula, the ‘Madame Butterfly’ narratives, and the Charlie Chan 
stories” (Xing, 1998, p. 55). 
According to Xing (1998), the “yellow peril” stereotype began after “the growth of 
Chinese presence in California” (p. 55). The stereotype essentially demonized Asian-passing 
people, more specifically men, in an attempt to bring to life “the threat of the yellow hordes of 
invaders” (Xing, p. 55). U.S. Americans did not want to risk U.S. culture being invaded by 
Asians and their culture. In an attempt to demonize the influx of Asian people into the United 
States, Hollywood began to represent Asian men as perverts with unusual sexual cravings, and 
they were usually depicted as gangsters or rapists (Xing, p. 56). Asian men were rarely 
represented in any other way, which left this stereotype unchallenged. In effect, these stereotypes 
made Chinese and other Asian men appear to be violent and untrustworthy and in contrast, U.S. 
American citizens appear to be safe and U.S. American culture was still deemed honorable. 
The “Madame Butterfly” trope takes an exactly opposite position from the “yellow peril” 
stereotype. The Madame Butterfly trope sexualizes and subordinates Asian women and presents 
them as bodies to be conquered (Xing, 1998, p. 59). Instead of making the Asian body one that 
should be avoided, cinema began to present “Asian women as spoils of war and objects of 
pleasure for lonely soldiers” (Xing, p. 59). This trope presents an interesting dichotomy: while 
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Western soldiers were killing Asian men in war to protect Western cultures, they were also 
taking Asian women as their prized possessions.  
In addition to presenting the female Asian body as hyper-sexualized, the entire Asian 
region is changed in media representation. In fact, many cinematic pictures presented Asian 
regions as having beautiful exotic beaches and tropical scenery (Xing, p. 58), making the 
landscape one that is attractive to U.S. American cinema viewers. This reimaging of Asian lands 
further contributes to the idea that Asian culture, and by extension the Asian people, are products 
for consumption. While Asian men are depicted as bodies to avoid and sometimes destroy, Asian 
women are depicted as bodies that are available for the taking. 
Last, the “Charlie Chan” stories that appear in cinema function as yet another turn from 
the “yellow peril” trope. In Charlie Chan stories, the Asian playing “Charlie” is presented as 
physically weak, unassertive, and as a devoted, loyal servant to Western bodies (Xing, 1998, p. 
61). It is said that this trope was created to counter the strong, evil, threatening Asian characters 
like Fu Manchu in the Chan stories. Charlie Chan characters are highly feminized, both in older 
cinema and in contemporary cinematic creations. The Chan trope presents Asian men as bodies 
that are physically and mentally unable to take on the Western body, which is much different 
from the yellow peril tropes. However, the two still present Asian men as inferior to Western 
bodies in cinema, and these cinematic stereotypes often carry over to reality as well. 
The problematic depictions of Asian people are not exclusive to cinema; Asians have also 
been represented poorly in U.S. American music and popular culture. One example of this is the 
backlash South Korean musician PSY received after performing at the American Music Awards 
(AMA) in 2012 (Washington, 2016, p. 65). Washington presents “tweets” that were submitted 
during the performance of PSY, and many of them were racist in nature, criticizing the South 
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Korean performer for being present at an U.S. American award show. The critique was so 
scathing, Washington deemed the phenomenon “yellow peril 2.0” (2016, pp. 66-68). Even 
though there were plenty of other non-U.S. American presenters, performers, and nominees at 
the AMAs that year, including artists like Justin Bieber, Rihanna, One Direction, and Adele 
(Washington, p. 67), PSY was targeted by U.S. American viewers as a trespasser on U.S. 
American pop-culture soil, proving that Asian people receive particularly grueling critique when 
attempting to enter into U.S. American society. 
It is clear that there are problematic interactions between Asian people and U.S. 
American cinema and pop culture. While some of the tropes presented were created decades ago 
through cinema, Xing (1998) explains that the stereotypes, depictions, and tropes are not 
completely part of the past: 
As the twentieth century draws to a close, Asian images are still alive and thriving in the 
media. To any careful observer it is not secret that with every little variation the same 
racist and sexist fantasies about Asians and Asian Americans continue to flourish and to 
command the popular consciousness. (p. 63) 
Since Asian people remain visible in U.S. American culture today, it is imperative that 
the depictions of Asians are culturally, socially, and ethically responsible. Consumers must 
recognize the problems that arise with U.S. American media depictions of other cultures. One 
strategy to combat these problematic representations is to seek out forms of media that are 
created by Asian people. 
Popular Culture 
The problematic ways that men and women are represented in the media are formulated 
and thus circulated throughout global markets. Popular culture, or the visual, narrative, and 
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ideological rhetoric that is folded into mainstream culture, is the pathway through which 
gendered media are known and are made visible (Leavy & Trier-Bieniek, 2014, p. 12). Pop 
culture informs consumer’s everyday lives and can be seen virtually everywhere, including the 
sides of buses, on large billboards, and in more traditional areas like magazines and television 
(Leavy & Trier-Bieniek, p. 14). The prevalence of pop culture changes the media landscape of 
contemporary society, and pop culture works to construct norms and values in a society through 
socialization (Leay & Trier-Bieniek, p. 13). But even more importantly, “socially constructed 
ideas about gender often originate in, and are reinforced by, dominant narratives in the popular 
culture” (Leavy & Trier-Bieniek, p. 13). 
As mentioned previously, men dominate the industries that create pop culture. Leavy and 
Trier-Bieniek (2014) explain, “sexism in the production of popular culture leads to sexist 
representations within popular culture. Put more gently, having fewer perspectives behind the 
scenes will lead to a more limited pool of representations and less diversity in [media]” (p. 16). 
Leavy and Trier-Bieniek (2014) argue that the lack of gender diversity in decision making roles 
in media organizations leads to the continued gap in diverse representation in media. As such, 
(mis)conceptions of gender remain prevalent in contemporary society, and this is especially 
apparent when the frequency at which consumers are exposed to gendered media is taken into 
consideration. 
Mass media has a distinct difference from popular culture. Mass media are the media that 
is readily available to large audiences. Television shows, commercials, print advertisements, 
movies, music, etc., are all part of the broader scope of mass media. The difference between 
popular culture and mass media is that popular culture is what consumers do with the media they 
consume. Anime is a genre that clearly demonstrates the difference between and interaction 
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between mass media and popular culture. When looking to pop culture festivals like Comic-Con, 
there is a clear notion that something is being done with the mass media that was produced. 
Participants at Comic-Con often dress as their favorite characters from television shows, 
frequently anime and super hero shows. There are hundreds of shows that consumers watch, but 
only some of these shows are then taken in and consumed outside of the actual viewing process. 
Pop culture happens when consumers take elements of mass media they enjoy, and actively 
participate in the celebration of that media in other areas of their lives. 
Genre 
Within the realms of media and pop culture, there are different subsets of mediated 
messaging. Television, radio, print, and spoken media are all relevant in the world today. Within 
those more specific mediated subsets, there are different genres of messages that can be 
identified as well. In order for a genre to be successful and recognizable, mass audiences must 
accept the genres created by the media industry (Altman, 1999, p. 15). Genres can be broad, 
encompassing categories, such as soap operas, cartoons, and comedies, but they can also be more 
specific, like telenovelas, anime, and stand-up comedy.  
Genres are recognized through well-established conventions such as plots and characters 
(Stokes, 2003, p. 82). Through genre, the audience and the director/filmmaker have an implied 
relationship. There are specific feelings and emotions expected to arise from watching a thriller, 
romance, or comedy, and through the delineation of genre, consumers are able to predict the 
relationship they will have with a film before seeing it (Stokes, p. 83). Genres are visible when 
there is a general acceptance from audiences as to what the genre will provide and how the genre 
will impact consumers of media. 
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Even though most singular mediated artifacts include one genre, there are instances of 
genre mixing, which is when a film or other mediated message combines multiple genres to 
present a message; in doing so, the artifact provides a message that is “more attentive to human 
multiplicity and complex reality” (Altman, 1999, p. 7). The mixing of genres to include multiple 
conventions in one text is crucial to understanding animation and more specifically, Japanese 
Anime. It is important to understand which genres the show could fit into as genre informs what 
types of characters and character behavior are present. In Hunter x Hunter, there are specific 
notions of genre that are present, which will discuss in more detail in the next section. The larger 
genre of Hunter x Hunter itself is Japanese anime, but there are subgenres present internally that 
help to explain the storylines in the series more thoroughly. 
Animation 
As its own genre, animation is seen in different media, including television (e.g., Cartoon 
Network), movies (e.g., Pixar), and newspapers (e.g., Sunday comic strips). Animation as a 
genre appeals to a diverse audience. Whether it is a small child watching Bubble Guppies (2011-
2016), a teenager watching Adventure Time (2010-2016), an adult watching Archer (2009-2019), 
or senior reminiscing over Popeye the Sailor (1960-1962), animation provides entertainment for 
multiple audiences. Animation can portray “worlds which differ from our own” and can also 
“relate to ‘our’ world” (Branston & Stafford, 2010, p. 59).  
Animation comes in many forms and has multiple subgenres. There is animation for 
children (e.g., Disney movies, Fairly Odd Parents (2001-2017), etc.), animation for adults (e.g., 
The Simpsons (1989-2017), King of the Hill (1997-2010), etc.), and animated comedies (Shrek 
(2001), Sausage Party (2016), etc. Some of these subgenres can be seen simultaneously in 
different media, especially in the animation for children and comedic animation subgenres. 
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Animated movies like Kung Fu Panda (2008) and Finding Nemo (2003) can be considered 
comedic animation, but are also very well known children’s movies. Over time, children’s 
animation has been altered to appeal not just to children, but to the child’s whole family 
including their parents (Akers, 2013, p. 14). This can explain the ways comedic animation has 
become more popular in Hollywood. Whether viewed on television, in a movie theatre, or in a 
newspaper, animation is a prevalent genre in contemporary society. 
Analysis of animated texts is not new to the field of mediated communication. Marshall 
McLuhan (1994), most famous known for his mantra “the medium is the message” (p. 7), also 
discusses in depth the idea of hot and cool media. Hot and cool media are separated by the notion 
that, “A hot medium is one that extends one single sense in ‘high definition’”; high definition “is 
the state of being well filled with data” (McLuhan, 1995, p. 22). Essentially, when a medium 
requires people to employ one sense, like radio, it is a hot, high definition medium because it 
allows people to have an immense amount of information from one sense.  
Conversely, if a medium requires people to employ more than one sense, like television, 
it is a cool, low definition medium because it only provides a small amount of information to 
more than one sense. As McLuhan (1994) stated, “Hot media are, therefore, low in participation, 
and cool media are high in participation for completion by the audience” (p. 23). McLuhan also 
claimed that cartoons are considered cool media “because very little visual information is 
provided” (p. 22). While McLuhan may have been referring to newspaper comics as cartoons, 
cartoons on television can still be considered cool because of the amount of senses that are 
utilized when watching Television.  
Even though the number of senses used matters when looking at hot and cool media, the 
intensity of the way the senses are engaged matters more. The degree of intensity that is 
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established by each of the sensory engagements is far more important than the number of sensory 
engagements that are initiated (Levinson, 1999, p. 271). Since media changes drastically over 
time, audiences should not assume that any one medium is completely static and unchanging 
when it comes to hotness and coolness (Levinson, p. 272). For example, television has “become 
hotter” (Levinson, p. 272) since it was originally introduced to the world in the 1940s, especially 
with innovations like color television and larger TV screens.  
Anime has interesting ties to the notion of hot and cool media. The general style and 
storytelling patterns unique to anime shows function well in a serialized television forms 
(Napier, 2005, p. 17). The lengthy, dramatic plot lines that are featured in anime television shows 
are greatly supported in the structure of television, meaning McLuhan’s analysis of television 
can be easily and appropriately applied to anime shows. For U.S. American audiences, anime is 
more difficult to understand because there are language and modality barriers. This means that 
even though it is a modern animated medium and thus hot, these barriers create a need for more 
inquiry to discover meaning. Thus, anime can be considered a warm form of media, not 
completely hot or cool. 
Japanese Anime 
As previously noted, anime is a major market in Japan, both culturally and economically. 
Currently, anime studios in Japan produce upwards of 50 different animated series every year 
(Napier, 2005, p. 7). In trying to explain what anime is, many Western writers compare the 
Japanese art to the most popular U.S. American-animated film/television/cartoon markets 
available, Disney. While this comparison might make sense for some audiences, Disney does not 
compare to the depth anime has in terms of forms, types, and sub-genres. Most importantly, this 
comparison does not “permit the appreciation of the fact that anime does not deal only with what 
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American viewers would regard as cartoon situations” (Napier, 2005, p. 6). Since anime is 
considered a subculture in the United States, as opposed to mainstream popular culture in Japan, 
it can be difficult for U.S. Americans to understand the importance of anime to popular culture in 
general (Napier, 2005, p. 4). From the start of sequenced animation in the 12th century to the 
major pop culture sensation it is now, anime is an important media phenomenon. 
There are three major “modes” seen in Japanese anime, “apocalypse, festival, and elegy” 
(Napier, 2005, p. 33). Mode differs from genre in the sense that modes function within the larger 
concept of genre. Essentially, modes are more specific avenues of cultural expression that allow 
viewers/audiences to understand multidimensional commentary on contemporary and historical 
notions of politics, religion, and philosophy of Japanese society (Napier, p. 32). These 
expressions contribute to the popularity of anime generally as audiences can experience 
resistance against traditional society by following fictional stories that work to critique the 
society in which the viewers live (Napier, p. 26).  
The first mode, apocalypse, has many different meanings in popular culture today. U.S. 
Americans have many different ideas of what a hypothetical apocalypse might look like from 
blockbuster films like Independence Day (1996) to fan favorite TV shows like AMC’s The 
Walking Dead (2010-2017). In Japanese culture however, realistic examples of apocalypse are 
seen in recent history. More specifically, “the atomic bombings of Hiroshima and Nagasaki are 
the most obvious catalysts to apocalyptic thought” (Napier, 2005, p. 253) for contemporary 
Japanese citizens. Due to this very real example of apocalypse, many of the most popular animes 
in recent years, like Nausicaä of the Valley of the Winds (1984), Appleseed (2004), and D. Gray-
man (2006-2008), featured apocalyptic scenarios that return characters to nature. This means that 
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nature takes over the modern world, thus forcing characters to interact with and survive in the 
natural world.  
Even though apocalyptic series often times show drastic worlds and events, as Napier 
(2005) explains, 
This is not to say that apocalyptic anime consist only of spectacle. In fact, appropriate to 
the basic ideology of apocalypse, most works, even the apparently nihilistic Akira, 
include such elements as an explicit criticism of the society undergoing apocalypse and 
an explicit or implicit warning as to why this society should be encountering such a fate. 
(p. 254) 
As a mode, apocalypse features storylines that can be critical, political, and ethereal, making it a 
diverse and malleable mode. 
The next mode, festival, is a direct translation “of the Japanese term ‘matsuri’” (Napier, 
2005, p. 13), but can also be translated as carnival. In festival anime, norms are flipped or defied 
in some moments in time and comedic anime are usually the most festive. After the festival 
mode is the elegy mode; this mode is particularly important to Japanese culture because it 
features notions of grief and loss (Napier, p. 13). Elegy produces “a lyrical sense of mourning 
often connected with an acute consciousness of a waning traditional culture” (Napier, p. 13). 
This mode focuses on discussing and presenting traditional cultures in Japan that are beginning 
to dwindle. Showcasing these cultural practices places new importance on them, which makes 
the genre imperative for cultural awareness of Japanese culture.  
Hunter x Hunter can be considered a festival anime because of the ways it transgresses 
norms through its characters. For starters, Gon and Killua, the main characters, are both young, 
but are extremely gifted in combat ability. This is different from societal norms because not 
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many children leave home at a young age to join elite fighting organizations. The norms of age 
are defied here as Gon and Killua prove themselves as strong, independent, and capable 
individuals, even though they are only 12 years old. Additionally, there are multiple 
transgressions with regards to gender. The characters I have chosen, Bisky and Hisoka, are both 
characters that transgress gender norms frequently, suggesting modal characteristics of festival. 
In addition to the three modes described above, anime has three major categories that 
storylines are developed within: science fiction, fantasy, and legends. In general, science fiction 
can help to mirror societal uncertainness, dreams, and desires and “becomes a tool for 
investigating emotional and cultural ideas including the definitions of identify, the soul, morality, 
and life itself”; additionally, some of the sub-genres within the science fiction genre are 
apocalypse, space travel, and dystopias (Brenner, 2007, p. 159).  
Next is the fantasy genre, which is a “characterized by the reader/viewer’s response to a 
seemingly strange event that could be interpreted as either supernatural…or real” and aims to 
create a level of unease and uncertainty in the reader or viewer (Napier, 2005, p. 157). As one of 
the largest genres in anime, fantasy can include typical fantastical characters like wizards and 
spirits (Brenner, 2007, p. 172). Many fantasy animes showcase heroes and heroines jumping into 
whirlwind adventures to reach goals or predestined roles (Brenner, pp. 172-173). Along the way, 
the heroes and heroines make friends and enemies, learn about themselves, and gain confidence 
in their abilities. The third genre used in anime is legend, which can show “human ghosts, spirits 
and gods” and provide “reference [to] common legendary figures as a joke, an aside, or an 
homage to source material” (Brenner, p. 184). 
Hunter x Hunter is also a part of the genre of fantasy. Gon and Killua fit Napier’s (2005) 
description of characters that go on an adventure to reach their goals and predestined futures as 
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Hunters (Napier, 2005, pp. 172-173). Along the way, Gon and Killua meet people, such as 
Bisky, who join their quest and help them achieve strength and refinement of their battle 
abilities. They also meet people, like Hisoka, who test their strength and make Gon and Killua 
work harder for their accomplishments. The adventures that Gon and Killua partake in 
throughout the series often result in their abilities becoming stronger and their bond becoming 
tighter, which further places this show in the fantasy genre of anime. 
One of the most noted differences between Japanese anime and U.S. American animation 
is the physical appearance of anime characters compared to U.S. American animated characters. 
More specifically, the facial features in Japanese anime, like eyes and hairstyles, differ 
drastically from U.S. American animation. The eyes of anime characters are some of the most 
recognizable attributes exclusive to Japanese animation. Even though most anime eye shapes are 
drastically large, the differences in anime characters’ eye shape matters to the type of character 
the eyes represent. For example, “The larger, more star-filled the eyes, the more innocent and 
pure the character is,” compared to small or narrow eyes, which represent “a certain level of 
amorality” (Brenner, 2007, p. 42). The physical appearance of anime characters is a good way to 
identify the general genre, but it also provides nuances from character to character in each 
specific series. Gon, Killua, and Bisky have large innocent eyes, while Hisoka as the primary 
enemy of these heroes, has small beady eyes. As a visual marker of the clash between heroes and 
enemies, these physical appearances further demonstrates that Hunter x Hunter is part of the 
fantasy genre. 
In comparing Japanese anime to U.S. American animation once again, there are some key 
misunderstandings that appear, especially when it comes to the content of some anime and the 
ages of anime characters. For Japanese men in particular, it is the norm to view pornography and 
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erotica in public, but in the United States, pornography is still not seen as a mainstream, 
acceptable form of media. According to the Public Religion Research Institute, about two-thirds 
of U.S. citizens surveyed stated that watching pornography is morally wrong (PRRI, 2012). The 
survey results are generational; the PRRI report also stated that approximately 45% of millennial 
age people say viewing porn is morally acceptable (2012). Even if there is a generational 
difference, there is still a clear bias against pornography as morally wrong.  
Due to these differences in culture, there are some discrepancies with what U.S. 
American audiences and Japanese audiences would view as appropriate for animated television 
and books. As Brenner (2007) explains, “The nudity or sexual humor and slapstick the Japanese 
consider appropriate for younger readers would be considered vulgar or risqué here [in the 
United States]” (p. 38). These discrepancies are mitigated slightly by the application of rating 
systems in both Japan and the United States, but since age and perceived maturity levels are 
different internationally, these ratings do not always match up successfully from country to 
country. 
While many Japanese citizens see no problem with the content that is available for adult 
viewers, there are some U.S. activists who see adult manga as a form of child pornography. 
While Japan has laws that punish people partaking in and watching child pornography, the laws 
do not apply to animated manga. This loophole has anti-pornography activists angry, and as CNN 
reports, many critics of Japanese manga feel that the eroticism in manga is so alarming it should 
be banned completely (Ripley & Whiteman, 2014, para. 2). This issue is complicated due to 
Japan’s obsession with “cuteness.” Cuteness in Japanese animation is “a visual shorthand that 
uses rounded shapes, exaggerated eyes, and squashed proportions to disarm and even stoke a 
sense of parental protectiveness in the viewer” (Alt, 2015, para. 7). Anime employs this specific 
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type of cute animation, which can cause confusion for Western viewers. Essentially, when anime 
creators draw characters, they often employ techniques and draw character attributes that display 
youthful, child-like qualities, even if the character is meant to be 25 years old (Ripley & 
Whiteman, 2014). Due to these creative tactics, it can be hard to determine whether or not the 
anime and manga displaying sexual acts actually involve minors. This example showcases one of 
the many differences between Japanese anime and U.S. American animation.  
Another critique of anime coming from Western critics is the displays of power shown by 
anime characters. In some animes, villains use sexual intimidation to show dominance over their 
foes and victims. As Brenner (2007) explains, “In almost all of Watase Yu’s series, for example, 
her heroines are threatened with violation or actually raped by the villain of the piece” (p. 85). 
As discussions on rape culture in the United States continue to become more prevalent, the use 
of rape as a key element in animated television is unfathomable for U.S. American consumers. 
People in the United States engaged in this discussion are working hard to dismantle the 
normalizing of sexual assault in the United States, so seeing anime perpetuating rape culture 
could be off-putting for many U.S. viewers.  
For Japanese readers and viewers of anime however, when a character is shown desiring 
physical or sexual violence, they understand this character to be the epitome of evil (Brenner, 
2007, p. 85). Displays of sexual intimidation are used to showcase the true villainess of certain 
characters. There are many elements of anime that do not resonate completely with Western 
cultures, and even within the Japanese culture itself there are rifts between activists and anime 
creators over what is appropriate. Overall, there are nuances in the genre of anime not 
necessarily present in other animation cultures around the world. 
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U.S. Consumption of Anime 
U.S. American popular culture is influenced by outside forces. There is a large flow of 
content coming from outside the United States, due to the global flow of virtually all 
international markets. More specifically, the global flow of markets can be thought of as a kind 
of media convergence. Jenkins (2004) explains, “Media convergence is not an end-point; rather, 
it is an ongoing process occurring at various intersections among media technologies, industries, 
content, and audiences” (p. 546). As a globalized world, it is easy for markets in one country to 
converge and share mediated messages with another. Countries like China, Japan, and India all 
have burgeoning media markets, and companies like Sony have the ability to fortify Western 
entities like the United States with Asian content (Jenkins, p. 547).  
My own interaction with Hunter x Hunter is a great example of media convergence 
taking place. As a U.S. American viewer, I have access to many different anime television shows 
through my subscriptions to online streaming services like Netflix and Hulu. Viewing Hunter x 
Hunter, a Japanese text, from the comfort of my home in the United States, shows the process of 
convergence firsthand. Without this convergence across virtual borders, garnering access to 
anime like Hunter x Hunter would be much more difficult. 
The popularity of anime in Japan has encouraged Japanese investors to take advantage of 
untapped markets abroad. The promise of competitive prices in the United States has led to 
Japanese investors to “export [their] entire apparatus–the programs, the comics, and the toys–to 
the West” (Jenkins, 2004, p. 549). While anime was popular on a broad scale in Japan, Japanese 
investors chose to target children when converging anime into U.S. markets; Japanese investors 
hoped that young consumers would continue to watch and read Japanese animation as they 
matured, keeping anime a major market in the West for generation after generation (Jenkins, 
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2004, p. 549). This dream became a reality for Japanese investors as U.S. American consumers 
became avid fans of anime. As U.S. American anime fans became more invested in all things 
anime, Japanese anime fans created a special name for them, “Otaku,” which refers to fans who 
have lost touch with reality due to their intense obsession over certain areas of pop culture 
(Jenkins, 2004, p. 549).  
One of the most popular platforms for U.S. American fans of anime is Comic-Con, a 
“non-profit educational corporation dedicated to creating awareness of, and appreciation for, 
comics and related artforms” (Comic-Con, 2017a, para. 1). Each year in San Diego, California, 
fans from all over the United States (and world) gather to participate in cosplay, film viewings, 
and celebrity interviews. San Diego was the original location for Comic-Con, with the first 
convention in 1970 (Comic-Con, 2017a, para. 2), but the concept has spread to other locations 
around the United States. New York City has been a major hub for Comic-Con fans and in 2015, 
the attendance numbered over 167,00 people over the four days of the event (Salkowitz, 2015, 
para.1). These numbers were well over the projected attendance rates for the event, topping 
numbers for San Diego’s 2015 event as well. 
While there are a multitude of genres that are on display at Comic-Con every year, anime 
is one that garners special attention. According to Comic-Con, the 2017 event will feature a four-
day long schedule of anime screenings (2017b, para. 1). At the 2016 convention, the anime 
portion of the event was relocated to a larger space outside of the Convention Center to 
accommodate larger crowds (Comic-Con, 2016, para. 1). U.S. American fans of anime are able 
to express their love of anime at places like Comic-Con San Diego and Comic-Con New York, 
making Comic-Con an important part of the infiltration of anime in the United States. 
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Anime is a complex medium that encompasses different genres, modes, and critiques of 
society as a whole. The economic and cultural richness of this medium provide clear indications 
as to its importance for study and understanding. Additionally, since there is a large fan base in 
the United States for anime, it provides a unique area of analysis, especially regarding the ways 
anime could potentially impact U.S. American viewers. Through ideas of representation, 
ideology, and gender, anime can be studied from a multitude of perspectives, providing 
insightful information for understanding anime’s function on a societal and cultural level. 
In this study, Hunter x Hunter, a Japanese text, is viewed by and analyzed by a U.S. 
American researcher. This process is impossible without understanding the very ideological 
notions that are embedded in my own understanding of the world. When I view the 
representations (characters) in Hunter x Hunter, I am forced to see them from a perspective that 
does not match the ideologies of the creator of the text itself. It is imperative to understand that 
the differences in culture impacts the differences in how the text is understood across borders. 
Without this knowledge, the propensity for the text to be ignored or misunderstood is far greater 
than with this knowledge. 
The ideologies of gender present in my own understanding of the world make for an 
interesting reading of Hunter x Hunter. The differences in cultural understanding of gender could 
lead to interesting and intriguing readings of the text itself. The gender representations are what 
stood out to me the most when I first encountered this text; the reason this text stood out was due 
to the ideological differences in my and the creator’s understanding of gender norms and roles. 
As I move into my analysis of Hunter x Hunter, the ideological differences will be made clear, as 
my methodology and methods are grounded in U.S. American scholarship. 
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CHAPTER 3: METHODOLOGY AND METHODS 
The methodology I use to ground my study of Hunter x Hunter is textual analysis, and 
more specifically, multimodal textual analysis. Multimodality is a theory that is rooted in 
semiotics, and is used to analyze the systematic use of signs and communicative patterns (Burn 
& Parker, 2003, p. 4). It can be used for mediated communication including writing, film, and 
the Internet; Multimodal textual analysis functions by identifying common semiotic forms that 
are present and relevant in any given circumstance. This theory posits that “the sign-maker 
always has a social interest, or motivation, to communicate” and every sign-maker is “driven by 
the need to represent something in the world, whether this be an event, a belief, or the sign-
maker themselves” (Burn & Parker, p. 5). These signs are highly influenced by the ideologies to 
which the sign maker has been exposed. These signs function as representations of reality, which 
are then taken in by consumers. The multimodality of these specific texts mean that there are 
different elements of the text that can be considered in analysis, but do not necessarily need to be 
examined in totality to reach conclusions. 
As such, textual analysis does the work to apply the theory of multimodality to a chosen 
artifact to reach conclusions about the artifact itself. Textual analysis is important for two main 
reasons: 1) “As with any text, we need some way to analyse the processes and regimes of textual 
production” and 2) “we need ways to analyse how texts are engaged with by those who use them, 
read them, watch them, interpret them and interact with them” (Burn & Parker, 2003, pp. 9-10). 
Essentially, researchers use textual analysis to study the ways artifacts are created relating to the 
ideology and hegemonic ideals that they are based in, why they come to fruition, meaning the 
encoding process of mediated messages, and how artifacts are processed and understood by those 
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who interact with them, in other words the decoding process that takes place when messages are 
presented to an audience. 
Goffman’s Gender Codes 
The method of analysis I am using is Goffman’s (1979) Gender Codes, originally 
discussed in his text Gender Advertisements used to decode U.S. American print advertisements. 
In viewing advertisements that showed both men and women, Goffman, referring to the visual 
elements of the ads specifically, suggested that the placement and arrangement of both sexes 
showed a clear pattern of gendered ordering. More specifically, Goffman’s work discovered that 
there the patterns in advertisements implied status for certain individuals, and that men were 
often more important than women (Baxter & Babbie, 2004, p. 361).  
Goffman’s (1979) work on advertisements has been beneficial for mass communication 
scholars and gender scholars. Goffman suggested that the patterns in the advertisements 
inconspicuously perpetuated a multitude of gender stereotypes (p. 362). Goffman (1977) stresses 
that gender is predicated on the environment it is viewed and performed in, and asks, “what 
could be sought out from the environment or put into it so that such innate differences between 
the sexes as there are could count…for something” (p. 313). From his work in advertisements, it 
is clear that the social construction of gender in advertisements is what gives gender differences 
meaning in a mediated world. 
While gender displays are often staged and prescriptive in advertisements, gender 
displays can also be seen in everyday life. Goffman (1977) explains that virtually every part of 
our lives, including our homes, surroundings, and gathering places, provide us with arenas to 
display our gender identities (p. 324). Essentially, Goffman asserts that both men and women are 
constantly displaying and enacting their gender in every social situation. Gender, as mentioned 
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previously, is a constructed, acted-out phenomenon that nearly everyone is impacted by; 
Goffman’s assertions support the idea that gender is something we all do. Goffman uses 
advertisements to point out that this particular medium is laden with gender-based ideologies. 
The codes he created are ways in which men and women are staged to represent gender. The 
advertisements themselves are sites where gender is performed. Since the advertisements are 
made for an audience, it can be argued that the audience’s already present ideological 
understanding of gender is furthered through the interactions with the advertisements. 
Gender Codes 
Goffman (1979) synthesized his findings researching advertisements and discovered six 
key categories of display: 1) relative size, 2) the feminine touch, 3) function ranking, 4) the 
family, 5) the ritualization of subordination, and 6) licensed withdrawal (p. viii). When using 
these six lenses of analysis, the gender implications of various mediated messages can be 
decoded in a systematic manner. 
First is relative size, which is the analysis of general height in mediated messages. As 
Goffman (1979) explains, “One way in which social weight is echoed expressively in social 
situations is through relative size, especially height” (p. 28). One way men are made socially 
superior is through their appearance of being taller and larger than the other subjects in the 
messages in which they are presented. Often times, men are taller than women in advertisements, 
and as discussed previously, this implies that men are also superior in status. 
Second is the feminine touch, which is the phenomenon of female hands in 
advertisements. “Women, more than men, are pictured using their fingers and hands to trace the 
outlines of an object or to cradle it or to caress its surface” (Goffman, 1979, p. 29). The feminine 
touch is important because it provides a stark way to compare the male hand and fingers in 
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messages. Male hands and fingers are often shown as grasping or clutching objects in a much 
more aggressive and assertive way, especially when compared to the female hands that simply 
caress objects (Goffman, 1979, p. 29). 
Third is function ranking, which discusses the roles the subjects in advertisements appear 
to perform. Goffman (1979) says, “In our society when a man and a woman collaborate face-to-
face in an undertaking, the man… is likely to perform the executive role” (p. 32). For example, if 
a man and woman are presented in a hospital, the man is often presented as the doctor and the 
female is presented as either the nurse or the patient. These depictions work to subordinate 
women and present men as more important, realistically through the advertisement, and 
hypothetically in the story being told in the advertisement itself. 
The fourth code is the family. When performing his study of advertisements, Goffman 
(1979) discovered that when families were presented, it was mostly nuclear family units. The 
nuclear family is comprised of a father, mother, and approximately two children, making it a 
very accessible number for advertising. Messages containing families often suggest internal 
gender roles family members must perform as well. 
Fifth is the ritualization of subordination, which highlights the ways advertisers use the 
theme of respect. “Lowering oneself physically in some form or other of prostration” or “holding 
the body erect and the head high” (Goffman, 1979, p. 40) are both examples of the ways 
advertisements use physical signs of respect to tell a story. Most often, men are seen with their 
heads held high, and women are found laying on floors and beds, which provides a place for 
some people to be always lower than the people around them (Goffman, p. 41). 
Sixth is licensed withdrawal, which refers to the prevalence of women who are “engaged 
in involvements which remove them psychologically from the social situation at large, leaving 
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them unoriented in it and to it” (Goffman, 1979, p. 57). Women in advertisements are often 
shown looking off into the distance, making them seem disengaged with the rest of the subjects 
in the advertisement. This results in women looking passive, uninterested, and lifeless. 
While the topic of my research is not advertisements, it is appropriate to apply this 
analysis to anime. Anime is a form of mass communication and is a creation that depicts social 
interactions involving gender. Many scholars argue that Japanese culture privileges the visual 
aspect of communication, while many areas of the West do not. Due to this notion, it can be 
argued that the visual depictions created by Japanese media are even more richly saturated with 
ideological notions like gender than mediated messages in other areas of the world (Napier, 
2005, p. 21). While advertisements showcase real people, there are still social implications that 
come from viewing and engaging with animated media. 
Goffman’s (1979) Gender Codes are an appropriate method for anime because they are 
both media that primarily focus on visual rhetoric. Goffman used print ads in his research, which 
are highly visual in nature. Aside from reading text on the ads, consumers are prompted through 
print ads to look at the visual representation of the product/concept/idea. This is similar to anime, 
which is also highly visual in nature. In fact, anime is considered a medium of media that 
privileges the visual more than Western media do (Napier, 2005, p. 21). Visual representation for 
anime date back thousands of years, “at least to the Edo period (1600-1886)” (Napier, p. 21). 
Anime provides consumers a highly visual text, which is why it is compatible with Goffman’s 
(1979) Gender Codes. 
Additionally, the six categories of analysis for gender displays provide a wide array of 
viewpoints to utilize when examining other mediated messages. As my research is highly 
focused on the gender representations that are performed in Hunter x Hunter, it is imperative to 
 47
use a method of analysis that is explicitly related to gender and the construction and performance 
of gender as a phenomenon. Lastly, it is imperative to note that Goffman (1979) and his research 
on gendered advertisements are grounded in Western thought and ideology. This helps my 
research because it is an explicitly Western/U.S. American lens that will be used to analyze the 
artifact. The gender codes discuss specifically Western ads, which means the gender codes are 
specific to U.S. American gender norms. In using these specifically Western codes, it allows for 
a clear analysis of a Japanese text from a Western/U.S. American lens 
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CHAPTER 4: ANALYSIS AND DISCUSSION 
The project analyzes seven episodes of Hunter x Hunter using Goffman’s (1979) six 
gender codes to identify and understand how the gender performances of Bisky and Hisoka both 
uphold and disrupt Western gender stereotypes. The process I used to choose these episodes was 
simple. For Hisoka, I chose the episodes where he is a major plot point and main character in the 
storyline. This allowed me to have plenty of content to work with and provided me with many 
different instances of gendered coding. For Bisky, I also chose episodes where she was a major 
character and aid to the plot. Like the episodes I chose for Hisoka, the episodes for Bisky 
provided plenty of content and many different instances of coding to analyze. I analyzed four 
episodes to explore Bisky’s normative and non-normative gender performance over time. For the 
character of Hisoka, I analyzed three episodes. Hisoka’s character has a longer storyline than 
Bisky so I selected episodes that represented the arc of the character across the series. In this 
chapter, I present the results of my analysis and discuss the implications for the overall gender 
performance of both characters. 
Bisky 
In Hunter x Hunter, Bisky is introduced in the fourth story arc, which takes place in the 
fictional video game, “Greed Island”. Bisky’s physical appearance is one of a small female child. 
She has large, brown/purple eyes and her blonde hair is worn in up-dos of varying styles, but 
most often in pigtails. In all of the episodes, Bisky is featured wearing pink frilly dresses and has 
gloved hands, which is the first way that Bisky is coded as a female character. In the ways she 
talks and interacts with characters in social conversation, Bisky acts in traditionally feminine 
ways, and is thus coded throughout the series as a feminine character. After analyzing all three of 
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Bisky’s episodes, there were a total of 15 observed instances of gender coding. Bisky defied 
gender codes 13 times and upheld gender codes two times. 
 
 
 
 
 
 
 
 
Figure 1. A photo of Bisky. Courtesy Netflix. 
Season 2, Episode 63 
The first episode analyzed that featured Bisky was from season 2, episode 63. This 
episode takes place inside the video game called “Greed Island,” which is featured in the fourth 
story arc in the series. In this episode, Bisky is another character attempting to complete the 
game from the inside of the program, along with main characters Gon and Killua. Bisky looks 
the same age as both Gon and Killua, making her perceived age around 12 years old. Bisky is 
introduced to the main characters when she attempts to join them in their quest to complete the 
game; however, Killua is very reluctant to let her join. Bisky then reveals that she is actually a 55 
year old woman living inside a smaller, cuter body in order to conceal her true abilities. Bisky 
then begins to train Gon and Killua, and the viewers are shown her knowledge and strength as a 
Hunter. 
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This episode featured four of the six gender codes discussed by Goffman (1979). The 
first code is feminine touch. Bisky is seen using her hands specifically when she slaps and 
punches Killua in the face multiple times as a response to Killua interrupting her or speaking out 
of turn. In these instances, she uses her fists, and hits him so hard that he flies up into the sky, 
and lands back on the ground with a swollen face. Additionally, when Bisky fights the enemy 
Binolt in this episode, she refrains from using fists, but instead gracefully lifts her opponent up 
with the tips of her fingers, before slamming him to the ground with a ‘karate’ chop.  
 
 
 
 
 
 
 
 
Figure 2. Bisky punching Killua into the air as Gon watches. Courtesy Netflix. 
Bisky is seen fighting men and boys throughout the entire episode. This in itself is  
highly gendered, but the fact that Bisky is authoritative in the fighting is what helped her to defy 
gender coding. For example, when she punches and slaps Killua repeatedly, she is defying 
feminine touch by using her hands in a stereotypically masculine way. However, when Bisky 
fighting Binolt in this episode, she uses very graceful, small motions with the tips of her fingers, 
as opposed to her entire fist. This in turn upholds the gender code of feminine touch. While the 
touch is feminine, the act of fighting is masculine in nature, which could arguably complicate the 
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instance of feminine touch. However, because the code itself focuses on the touch only, the 
context in which the touch happens does not necessarily change the fact that the code was 
upheld. 
The next three codes are relative size, function ranking, and the ritualization of 
subordination. For code of relative size, Bisky is the same size in terms of height and weight 
when compared to the main characters of Gon and Killua. When Bisky begins to fight Binolt, she 
is clearly smaller than him, and actually uses this to her advantage. Since she appears to be a 
small female child, Binolt underestimates her fighting abilities. For the code of function ranking, 
Bisky is one of the most important teachers for Gon and Killua. She acts as their sensei, and 
instructs them on how to win the video game and defeat their enemies. In addition, after Bisky 
fights Binolt, she dominates him to the point where his life is in her hands. She makes the 
decision that if Binolt cannot beat Gon and Killua, she would kill him. Her function as a 
powerful, important, and assertive teacher is shown in this episode. The last code in this episode 
is the ritualization of subordination. At many points, Bisky is placed physically above the other 
male characters. She is seen on top of a cliff overseeing Gon and Killua’s battles with Binolt and 
she is also seen standing above Gon and Killua while they do pushups and while they lay on the 
ground exhausted from training. 
When Bisky is in her secondary form of a little girl, she is the same size as Gon and 
Killua, which defies the gender code of relative size. Women are frequently presented as smaller 
and shorter than men, but here Bisky is portrayed as the same size and, arguably, weight as her 
comrades. This shifts when Bisky fights Binolt, because he is about twice her size, upholding the 
relative size gender code. While this was upheld in terms of size, she ended up easily beating 
him, making her size less of a detriment in battles. When Bisky becomes a teacher or sensei for 
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Gon and Killua, she shatters the gender code of function ranking. As a female character who 
presents herself as a small child, it seems that Bisky would have a hard time getting the respect 
she deserves. Instead, after meeting Gon and Killua, she almost immediately gains their respect 
and becomes their instructor. 
 
 
 
 
 
 
 
 
Figure 3. Bisky stands over her opponent, Binolt. Courtesy Netflix. 
Additionally, after Bisky beats Binolt in episode 63, she dominates him and gives him a 
life or death ultimatum. Once again she defies the gender code of function ranking by rejecting a 
subordinate role. Bisky garners dominance over the male characters she interacts with, proving 
that her size and appearance do not define her. Last, Bisky defies the gender code of the 
ritualization of subordination when she is constantly positioned above her male counterparts. 
Bisky is seen sitting above Gon, Killua, and Binolt on the cliff, and she is seen standing over 
Gon and Killua many times. This is different from traditional feminine roles, where women are 
usually positioned below men, even as low as laying on the ground beneath them. This episode 
had seven instances of gender coding and five of the instances showed Bisky defying gender 
coding. 
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Season 2, Episode 73 
The next episode featuring Bisky was season 2, episode 73. This episode is pivotal for 
Bisky’s character progression, and is the first time viewers get to see Bisky in her “true form.” 
As mentioned previously, Bisky is actually a 55-year-old woman, not a 12-year-old girl, meaning 
Bisky’s outward appearance as a young girl is an illusion, a cover-up for her true appearance. 
There were two codes featured in this episode. The first code is relative size, which is revealed 
when Bisky transforms into her true form. Bisky is roughly three times larger in her true form 
and is extremely muscular and strong. She virtually towers over her enemy, completely inverting 
the previous size dynamic before her transformation. This episode features Bisky in her most 
powerful form, and because of this power, she defies all three instances of gender coding 
depicted in the episode. This further solidifies Bisky’s strength and superiority in fighting and 
battle. 
 
 
 
 
 
 
 
 
Figure 4. Bisky in her ‘true form.’ Courtesy Netflix. 
The next code seen in this episode is feminine touch. In the first episode analyzed, 
episode 63, Bisky used graceful, controlled motions to defeat her enemy, but in episode 73, her 
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motions were more aggressive and powerful. She makes a fist and punches her enemy so 
forcefully, his face literally caves in and she is genuinely surprised that he does not die from the 
impact. This is a big difference from her first battle; it demonstrates Bisky can change the way 
she uses her hands based on the fight and the ability of her opponent. Once Bisky realizes her 
opponent has been knocked out, she grabs him by his head and holds him up to make sure he is 
incapacitated. When Bisky grips the man by his head with her hand, she is again showing the 
gender code of feminine touch, but she breaks the stereotype of feminine touch that suggests 
women gracefully cup items in their hands. Overall, Bisky defies the feminine gender codes of 
relative size and feminine touch in episode 73. 
Season 4, Episodes 87 & 89 
Bisky made minor appearances in a few episodes in season 3 to help train the main 
characters. These episodes were not included, as they did not contribute new information to the 
analysis of the previous episodes. The third and final season analyzed was season 4, which 
included sections of episodes 87 and 89. In these episodes, Bisky is brought in by another 
character, Palm, to help further teach and train Gon and Killua for another intense battle. As these 
two episodes are linked to the same subplot, these episodes are treated as one for the purpose of 
this analysis. With these the scenes from these two episodes, there was a total of five codes 
present. 
The first code present is feminine touch. Similar to the first episode analyzed, Bisky 
continues to slap the main characters when they are out of line and in episode 87, Bisky slaps 
Gon for speaking out of turn. These actions defy the gender code of feminine touch, which 
suggests women are gentle and graceful with their hands and hand movements. In episode 89 
however, after the boys have completed their training, Bisky is seen eating a meal with them. 
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She is shown cupping her tea cup with both of her hands as opposed to holding it in her fist. This 
upholds the gender code of feminine touch, a drastic change from the strong, violent use of her 
hands when smacking and punching her pupils. 
The second code is relative size and is shown once again when her true form is revealed 
in episode 89. This time, Bisky shows her form to Killua to help train him. While she revealed 
her form, she warned Killua to tell no one and to keep her transformation during the training 
session a secret. In showing her true size, she opens herself up to be vulnerable to judgment, but 
Killua does not make fun of her size. Bisky reveals her true size to better train Killua for his 
upcoming battle. The violation of relative size acts to strengthen her position as a master of 
fighting over Killua. When Bisky is in her true form, she frequently defies the gender code of 
relative size.  
When Bisky was brought in specifically to train the boys in episodes 87 and 89, the 
function ranking code was present. Even though previous episodes featuring Bisky have 
illustrated her extensive fighting talents, bringing her back to train the boys yet again showed her 
ranking as superior to Gon and Killua. As in the previous episodes, Bisky is seen standing over 
Gon and Killua during their training. She is also seen sitting in a chair, but after they collapsed 
from the difficulty of the training, Bisky was seen standing above them telling them to start over. 
This episode showed Bisky both seated during the training, and standing, facilitating further 
action from the main characters.  
Last, when Bisky was shown seated during the training, she was also shown reading 
magazines, shifting from her usual attentiveness to the training she conducts. Through the act of 
reading the magazine, Bisky portrays the code of licensed withdrawal. This is different from the 
first time we saw Bisky train the boys in season 2, episode 62, when she was constantly watching 
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their every move and making sure they worked hard. This time however, the training she had 
them do was more hands-off, which means she was able to relax more and do other things while 
they trained. This means that Bisky upheld the gender code of licensed withdrawal, which means 
she was withdrawn from the other people around her.  
It is important to note however, that even though Bisky was withdrawn from the training, 
there is still a level of authority present in the act of withdrawing. Bisky, a strong female teacher 
for Gon and Killua, has the authority as a teacher to choose to remove herself from the situation 
and not be as attentive. With Goffman’s (1979) code, it suggests that licensed withdrawal is not 
necessarily voluntary however; Bisky clearly makes this decision on her own to be withdrawn. 
As such, this instance of upholding licensed withdrawal is most definitely complicated. Out of 
the six instances of gender coding in these two episodes, Bisky defied four of them. 
Overall, Bisky defied most of the instances of gender coding seen throughout the 
analyzed episodes. This is important because most of the gender codes come from negative or 
stereotypical portrayals of women. Bisky is a strong, assertive, and respected sensei in the 
Hunter universe, and her small, childlike appearance does not affect her success as a sensei or 
Hunter. In fact, her secondary appearance as a child often helps her, because the male opponents 
she runs into often underestimate her abilities to fight and win. Bisky could present herself in her 
true form, but because of her strength and confidence as a fighter, she reserves her true form for 
specific, important times in her life. As a character, Bisky disrupts traditional gender roles, and 
can be seen as a positive example of a female character that embodies both feminine and 
masculine gender characteristics. 
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Hisoka 
The second character analyzed for their gender performance is Hisoka. Appearing in the 
first story arc, Hisoka is one of the characters Gon and Killua compete against in their Hunter 
examinations. Hisoka is presented as older than both Gon and Killua, but his age is never 
mentioned explicitly in the series. Hisoka is a slender, muscular male character who has very 
pale, almost white skin and his fingernails are long and pointed. His hair, which is styled to stand 
up from his head, is half pink and half purple. Hisoka has small, beady, yellow eyes and is 
usually seen away from the crowd. His clothing consists of crop tops, high-waisted capri pants, 
and shoes with raised heels. Many characters in the beginning episodes know of Hisoka’s 
fighting talents, and people often discuss how great of a fighter he is, proving his battle prowess 
before any battles take place. Once the analysis of Hisoka’s three episodes was completed, there 
were a total of 15 instances of gender coding present, and Hisoka defied 10 and upheld five 
instances of gender coding.  
 
 
 
 
 
 
 
 
Figure 5. A photo of Hisoka. Courtesy Netflix. 
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Season 1, Episode 16 
The first episode analyzed featuring Hisoka was season 1, episode 16. In this episode, 
Hisoka, along with Gon, Killua, and other Hunter hopefuls, were searching a large island for 
their “target.” Once they found their targets, they collect the target’s numbered badge to 
accumulated points and pass that portion of the exam. In this episode, the audience is introduced 
to Hisoka and his intense bloodlust, which is a nearly unquenchable desire to kill another human. 
While Hisoka quenches his bloodlust, Gon steals Hisoka’s badge, bringing Gon into the scene. 
This episode featured three of Goffman’s six gender codes. 
The first code is feminine touch, and is seen first when Hisoka is holding his main 
weapon, a playing card. Hisoka holds the playing card in between his index and middle finger 
while taunting his opponents. This defies the gender code that suggests that men always grip 
items in their hand. Hisoka also employs nen “magic,” which allows him to create butterflies out 
of thin air. Nen is described in the original 1999 version of the series by a sensei named Wing as 
“the power that enflames our spirits, in other words, the strength of our will” (EpicBlargman, 
2014, 11:38). In the 2011 version, the definition is slightly different; Wing says, “Nen means to 
burn your own soul. In other words, it is how strong your will is” (McDonald & Togashi, 2011, 
20:20). When Hisoka uses nen, he admires his butterfly creations as one settles on the tip of his 
finger. This also defies the gendering code because he is shown having graceful, gentle hand 
movements, which are coded as feminine, as opposed to the aggressive ones, which are coded as 
masculine (Goffman, 1979).  
In addition, Hisoka shows feminine touch when he holds the badge Gon stole from him. 
When Hisoka holds the badge, he again uses only his index and middle finger. In comparison, 
Gon grips the badge in a fist using his entire hand. Hisoka defies the stereotype that men have 
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large, rough, and rugged hands and hand movements. The mannerisms seen in this episode that 
feature Hisoka’s hands work to give Hisoka more feminine characteristics based on Goffman’s 
(1979) coding. 
 
 
 
 
 
 
 
 
Figure 6. Hisoka holds his weapon, a playing card, with the tips of his fingers. Courtesy Netflix. 
The next code is the ritualization of subordination. For this code, Hisoka is seen on top of 
a cliff, looking for Kurapika and Leorio, Gon and Killua’s companions, and Hisoka’s prey in this 
scene. His location is physically higher than Kurapika and Leori, and once he sees them, he 
retreats down the hill to seek them out. This upholds the code, which suggests that men are often 
positioned higher than their female counterparts, but in this case it can be modified to show his 
position as higher than his enemies.  
Next, Hisoka gets his badge stolen by Gon, Hisoka’s enemy for the entire show. Hisoka 
is distracted by his bloodlust, which targets a different Hunter candidate. While Hisoka is 
preoccupied with the other candidate, Gon attacks from an embankment he was hiding on above 
Hisoka. Hisoka has to gaze upward to see who has stolen his badge, defying the code of 
ritualization of subordination. This is defiance of the code because Hisoka is larger, stronger, and 
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a more seasoned Hunter than Gon, and should therefore not be subordinate to his smaller, less 
experienced counterpart. 
However, a few moments later these roles are reversed when Gon gets attacked with a 
paralysis dart by another Hunter candidate, Geretta, and falls to the ground. Geretta steals 
Hisoka’s and Gon’s badges from Gon’s backpack and leaves him there, paralyzed. Hisoka 
arrives to where Gon was left and stands above him to congratulate Gon on being able to steal 
his badge. Hisoka has stolen back both badges from Geretta and gives them to Gon. This upholds 
the ritualization of subordination code between the characters, because Gon is physically 
positioned below Hisoka, even though Hisoka is giving Gon both badges. There are many 
instances in this episode when the physical location of Hisoka changes from dominance to 
subordination. 
The third and final code for this episode is licensed withdrawal, which Hisoka defies. As 
explained previously, Hisoka experiences intense bloodlust in this episode, and during this time 
he is completely catatonic, with his body is moving on its own. Hisoka’s shoulders droop, 
causing his arms to hang from their sockets, a major physical contrast to his usual tall, poised 
posture. His tongue hangs out of his mouth as well, signaling a disparate mental state from his 
usual cunning, calculated personality. This code suggests that women are usually the ones who 
are shown looking into the distance, unfocused on her surroundings. However, Hisoka, a male 
character, is seen employing withdrawal when he experiences bloodlust in this episode. This 
changes the stereotypical notion that men are always assertive, and suggests that male figures 
can be overcome by outside influences that cloud their ability to be in the moment.  
This is slightly different than the way women are presented in licensed withdrawal. In the 
advertisements Goffman analyzed, the women were gazing off into space and were not 
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interacting with their surroundings. Hisoka still has a goal in mind, it is just that his body is 
doing the work for him as opposed to his brain. It can still be considered withdrawal however, 
because he does not realize that Gon is following him the entire time, proving that he is, in fact, 
withdrawn from his surroundings. This episode showcased many instances of Hisoka defying 
gender codes, proving that men can have traditionally feminine mannerisms and characteristics, 
while still being strong, independent characters. 
Season 1, Episode 32 
Season 1, episode 32 had four instances of gender codes, and all but one are defied by 
Hisoka. In this episode, Hisoka is fighting an enemy in Heaven’s Arena, a place where Hunters 
go to fight each other for money and prestige. In this episode, he is fighting another Hunter 
named Kastro who is a very strong fighter. This episode featured three gender codes. The gender 
code of feminine touch was first seen with Hisoka and his playing card weapons. As in the 
previous episode, he holds these cards between his index and middle fingers. This defies the 
feminine touch gender code, showing that men can be graceful and gentle with their hands, even 
in the midst of battle. 
There were two instances of function ranking in this episode. The first function ranking 
happened after Hisoka defeated Kastro and was left with both his right and left arms cut off. 
Hisoka was forced to hire a colleague of his, Machi, to use her “nen stitches” to sew his arms 
back together. In this scene, Hisoka is the somewhat helpless patient. Machi is the only person 
who can fix Hisoka’s arms and so she is seen as functionally more important than him 
throughout the entire procedure. This woman has an immense amount of power over Hisoka, and 
her expertise with nen stitches makes her a very specialized doctor in the Hunter universe.  
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This interaction defies function ranking because the female in this instance has a higher 
ranking than Hisoka, and Hisoka is at the mercy of her abilities. However, this dynamic in this 
scene shifted when Hisoka asks Machi out on a date, which makes Machi’s status less 
authoritative. This completely changed the dynamic of their function ranking. Machi goes from 
his doctor to his potential romantic partner, ranking Hisoka higher in this interaction. While this 
interaction shows Hisoka upholding the code, Machi leaves the room before he can finish his 
proposition, showing that his efforts would not be acknowledged.  
The third code in this episode is the ritualization of subordination, which is closely linked 
to the function ranking code. In this episode Hisoka sits through the entire procedure, which is 
different from his usual upright, poised stance. Machi stands above him to reconnect his arms, 
while Hisoka sits and watches the procedure in awe. This shows that even though he is a 
physically strong and cunning male character, he is not always shown positioned above female 
characters. Since Hisoka is shown sitting while being treated by his female colleague, the code of 
ritualization subordination was defied.  
Season 1, Episode 35 
The last episode analyzed was episode 35 from season 1. In this episode, Hisoka and Gon 
are at Heaven’s Arena to face each other in a highly anticipated fight. Gon had to train hard to be 
able to compete with Hisoka in battle, and Hisoka was physically excited to finally have the 
chance to battle Gon. This episode featured three codes: feminine touch, relative size, and the 
ritualization of subordination.  
The first code discussed is feminine touch. In the other battles that Hisoka is in, he uses 
his playing cards as his main weapon for defeating his targets. This does not require him to use 
his actual hands or fists. However, when Hisoka battles Gon, he uses his fists frequently. This is 
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different than how Hisoka has been shown in battle in the past. For example, Hisoka usually uses 
his playing cards to win from a distance, but this time he uses his fists in close range to battle 
Gon. In using this style of fighting, he upholds the code of feminine touch, which suggests that 
men always use their fists and hands in masculine ways. This is one of the only instances when 
Hisoka’s hands were presented in a masculine way. 
The next code is relative size and is present before the battle actually starts when Hisoka 
and Gon are in a hallway leading to the arena. Gon is slightly further down the hallway and 
Hisoka is closer to the viewer. With this juxtaposition of the two characters, Hisoka is seen as 
physically larger than Gon, creating a stark contrast between their size and age difference. These 
positions make their difference in size more drastic. When Hisoka appears even larger than Gon, 
it supercharges the relative size code, making Hisoka, the stronger, more mature male character, 
uphold the code. 
During the battle, Gon is able to land a strong hit to Hisoka’s face, one of the only 
instances of contact he is able to make throughout the battle. The hit physically shocks Hisoka, 
and he faces Gon afterward with his head bowed, defying the ritualization of subordination code. 
Since Gon is seen as the weaker opponent, it changes the power dynamics to have Hisoka bow 
his head to Gon. This also shows that Hisoka has the humility to lower his head to an opponent 
when he knows his opponent has fought well. This interaction is an example of the ritualization 
of subordination; Hisoka, who is typically superior in fighting, physically bowed to his younger, 
more reckless opponent. This is gendered because, as Goffman (1979) explains, men are not 
usually shown bowing to their opponents. When Hisoka is shown bowing to his weaker 
opponent, it is coded as feminine, and means that the code was defied. 
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Figure 7. Hisoka and Gon during a battle at Heavens Arena. Courtesy Netflix.  
Throughout this episode, Hisoka mostly upholds gendered coding, arguably to show the 
amount of work Gon still must complete to become a stronger, more established fighter and 
Hunter. Additionally, in this episode, Hisoka displays more masculine characteristics than he 
does in the other episodes, where his mannerisms are highly feminine. After looking at and 
understanding Hisoka’s interactions with gendered coding, it is clear that he defied gender roles 
and stereotypes in more instances than he upheld them. For viewers, this is positive because 
Hisoka pushes the boundaries of what it means to be strong, assertive, and cunning, while also 
appearing feminine. Masculinity is a phenomenon that is hard to negotiate, but Hisoka’s 
character provides a clear indication as to how such negotiations can begin. Even though Hisoka 
is a strong fighter, he is also graceful and stylistic with his means of battle. This is different from 
many other male fighting characters featured in popular culture; however, this difference helps to 
represent people who do not fit squarely into masculine identities. 
Overall, I found that Hisoka and Bisky disrupted the gender codes that I identified. Both 
of the characters had instances of upholding codes of gender, but on average they disrupted the 
codes more often. Out of the six codes, five of them were identified for each character. The 
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family code was absent from the analysis altogether. Through these findings, it can be argued 
that from a U.S. American perspective, Hunter x Hunter genderqueer characters provide Western 
consumers a different way to understand and view gender from an animation perspective. 
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CHAPTER 5: CONCLUSION 
After viewing my results, it is clear that the characters Bisky and Hisoka as a whole 
disrupt rather than uphold traditional gender norms in the Hunter x Hunter. Both of the 
characters present characteristics that can be viewed as masculine and feminine, which allows 
them to defy gender stereotypes. The two characters disrupted the codes more often than they 
upheld them, meaning they showcased both masculine and feminine qualities. In having dual 
representational power, Bisky and Hisoka are characters that are outside of the binary of strict 
masculinity or femininity. The exaggerated abilities of the characters contributed to the visibility 
of the codes. As an animated text, the characters are able to do many things live action actors 
cannot, such as punch a man hundreds of feet into the air. This exaggeration is beyond the 
appearances discussed by Brenner (2007). While the eyes and faces of the characters are 
different from real humans (Brenner, p. 40), the movements and actions that Bisky and Hisoka 
perform increase the visuals that can be analyzed through a gendered lens. 
The fluidity of masculine and feminine traits that is exemplified by both characters is 
critical to exposing young viewers to the concept of gender fluidity. In addition, this is especially 
important for young viewers who may take away fundamental understanding of gender and 
gender roles from the media they consume. Pop culture is what people do with the mass media 
they encounter, so there is a good possibility that consumers could come away with new ideas 
about their own gender performances, and could possibly perform their gender differently after 
exposure to this text. With the examples of Bisky and Hisoka, there is hope that future pop 
culture texts would have the same capacity to portray both masculine and feminine traits within 
one character. Additionally, these two characters open the door for more queer and gender-
bending characters in the future. Hunter x Hunter is so successful and recognized across the 
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world, it can be argued that people respect the characters of Bisky and Hisoka regardless of their 
tendencies to step outside the boxes of binary gender stereotypes. 
Furthermore, this research indicates the importance for U.S. American viewers to 
broaden their horizons to view global media. While there is a large following of anime in the 
United States, anime as a genre of animation is still growing on a national level. A series like 
Hunter x Hunter creates the opportunity for young U.S. American viewers to encounter 
characters that are radical and unfixed in terms of gender performance. The gender codes that 
were used were based in a U.S. American view of gender, which means Hunter x Hunter 
specifically overthrows U.S. American views of gender norms. This series itself defies what 
gender can mean from a U.S. American perspective. Hunter x Hunter provides nuanced 
representations of gender identity, providing U.S. American viewers more interactions with new 
culturally formulated media. There is potential for binary gender norms to be challenged and 
revisited on a personal level after viewers encounter characters like Bisky and Hisoka. 
There is a change that not all of the readings of this text would be positive in nature. For 
some people watching Hunter x Hunter, the transgression of U.S. American gender codes could 
be unappealing, which could result in a rejection of the gender performances completely. 
Furthermore, some U.S. American viewers of this text may want to reinforce the gender binary 
after watching this show. If there are people who watch the series and do not accept that there are 
identities outside the binary, they may not recognize the transformative power the series has in 
this sense, and instead choose to remain untroubled by the binary in their everyday lives. Most 
troubling however, is the propensity for this text to reinforce problematic stereotypes regarding 
Asians that are made ‘normal’ through U.S. American film and media. As Hisoka presents 
himself as having feminine traits and characteristics, there is a chance that this could be read as 
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gay, and therefore reinforce the idea that Asian men are deviant and easy to discard. While I 
believe this text could be powerful for young people specifically, many people who have not 
grown up with their ideologies challenged the ways this text would challenge them, may have 
difficulty embracing the differentness that Bisky and Hisoka offer U.S. American consumers. 
This research is important to the study of media culture for three main reasons. First, this 
research provides a model for future studies to analyze global media. Frequently, visual 
rhetorical analysis or media analysis is kept to the confines of the researcher’s culture and region, 
which limits the scope of interesting cross-cultural analysis. If more U.S. American researchers 
examined the global flow of media and the rhetorical information they offer, there could be a 
larger influx of understanding of other cultures and how global media can impact the lives of 
U.S. Americans. This is beneficial as it exposes consumers to media that is outside the 
ideologically hegemonic information that is prevalent in their own society. Coming into contact 
with information that is outside of societal, hegemonic norms could act as the tipping point 
consumers need in order to break out of ideologically singular media consumption. 
Second, this research contributes to the study of anime in general. Both Brenner (2007) 
and Napier (2005) primarily discuss what anime is, its profitability and popularity, and its 
structure and form. There are currently few primary sources explaining the more intricate details 
of anime, such as its social and cultural influences, especially in reference to the United States. 
This is a problem, especially when anime is becoming a more well known subgenre in U.S. 
“nerd” culture. Stores like Hot Topic and conventions like Comic-Con are culture hubs that 
provide a tangible indication of the importance anime plays in U.S. American pop culture, but 
little research provides an explanation for this phenomenon. In order for this trend to be 
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explained, it is important that future research be targeted at delving deeper into the sub-genre pop 
culture of anime. 
Finally, this research combines media studies with gender studies. As shown with my 
method, there has been discussion on gender and media for many years. However, I discovered 
there were few contemporary methods to choose from when I began my research. Gender 
research has been done for advertisements, movies, and television, but little has been put forward 
regarding animated media outside of Disney movies and characters. There are a multitude of 
companies producing animated texts besides Disney and many other characters and storylines to 
analyze. This research, while not providing a new methodology, provides a glimpse into the 
possibilities that anime has in changing narratives of the representation of genderqueer characters 
in animated media. The characters of Bisky and Hisoka are only two out of countless characters 
that resonate with anime fans. The popularity of anime shows provide the opportunity for 
researchers to further investigate the impact these shows have on their loyal fans. 
There are some clear limitations that are associated with this research. First, with only 
two characters analyzed, there is a very small amount of research completed in the analysis 
section itself. When compared to the copious amounts of characters available to analyze, having 
researched only two characters limits my ability to make large conclusions about anime as an 
entire genre. Additionally, I analyzed only seven episodes from the show. While Bisky’s role in 
the series is much smaller, Hisoka is seen in multiple story arcs and is featured in more episodes 
than the three I chose for this project. Analyzing only seven episodes does not take into account 
the multitude of other gendered coding that may have taken place over the course of the series.  
Third, there is potential for some of the interpretations of the codes to be refuted. As 
explained in my analysis section, the interpretations of my codes are complicated when the 
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movement of the character does not necessarily match the function of the movement. For 
example, when Hisoka uses his fingertips to hold his weapons, this is coded as feminine touch. 
However, the function of holding the weapon in his fingertip is primarily for violent interaction, 
which could be coded as masculine. There is room for refutation in some of the ways I coded 
Hisoka and Bisky’s actions and movements, but those complications have been addressed in my 
analysis section. While these three examples are definite limitations, I was still able to reach 
conclusions that were specific to Bisky and Hisoka using Goffman’s (1979) gender codes. 
In expanding future research, I would take a look at Hisoka’s character development 
throughout the entire series. Hisoka, as a genderqueer character, deserves extensive analysis to 
understand the nuances of his behaviors and mannerisms. This would contribute to the growing 
scholarship within media studies that uses queer theory. Expanding beyond Hunter x Hunter, 
looking for gender performance in other anime shows could help to understand whether or not 
gender roles are consistently defied or upheld across anime as a genre. The comparisons that 
would be available after continuing this research would allow me to draw broader conclusions as 
well. 
Another topic for future research is on the kinship relationships that are formed by the 
characters in anime shows. Gon and Killua’s relationship is a great example of non-familial 
kinship that is formed and strengthened over and time trial together. This is not unique to Hunter 
x Hunter, however, and this future research could provide extensive information on the family. 
This would be an excellent addition to the study of gender in anime as this was the only one of 
Goffman’s (1979) gender codes not discovered in my research. The study of kinship 
relationships could be yet another positive example of queerness in anime media. Since they are 
not blood related, Gon and Killua are not referenced as family members, but queer kinship 
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suggests that blood relation is not the main signifier of familial relationships. So, in the case of 
anime characters like Gon and Killua, viewing their relationship as one of kinship could open the 
door to extensive research on what kinship and family looks like and signifies in animated 
media. I plan to center my future research and publications on the study of anime, and through 
these avenues, I hope to develop further understanding of how anime impacts viewers and 
society as a whole. 
There is a large gap in research in terms of what anime provides for viewers on a social 
and cultural level. As discussed previously, the modes in Japanese anime are structured to reflect 
the cultural themes within Japanese society; with this in mind, it can be argued that as U.S. 
American viewers become more exposed to anime in general, they are becoming exposed to 
Japanese culture as well. The rising popularity of anime in the West could signal a shift in 
cultural understanding of Japanese society. Additionally, anime could contribute to the 
mitigation of some of the problematic depictions of Asians and Asian Americans that is present 
in U.S. American media, as discussed in Chapter 2. While the modes in anime are not always 
explicit in their mimicry or critique of historical and contemporary Japanese society, Napier 
(2005) provides evidence to prove that many modes do this work, however inconspicuously. 
Napier states, “anime… is also a useful mirror on contemporary Japanese society, offering an 
array of insights into the significant issues, dreams, and nightmares of the day” (2005, p. 8).  
Furthermore, this solidifies the notion that anime is a warm medium; in exposing U. S. 
viewers to critiques of Japanese society, anime urges viewers to understand the ways anime 
functions as a means of resistance to hegemonic norms. Getting through the language, cultural, 
and structural barriers presented in anime shows, viewers are able to understand the critiques 
posed, and thus learn about Japanese society from a non-normative source. Exposing U.S. 
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viewers to this information could provide an alternative means of understanding Japanese 
culture, outside of hegemonic means within U.S. American culture.  
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